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CHAI; 
Introdudi on to Practical Muſic. | 
2nd bs TP Of the Gamur. | 


As chere are but ſeven Diatonic Sounds, that is to ſay, 

| A ſeven Degrees, ſucceſſively in a natural Voice, ſo like- 

wiſe in Muſic there are but ſeven Notes, C, D, E, F, G, 

A, B, which is called the Gamut; and, if we proceed further, 

it can be but by repeating the firſt Note, and ſo on, according 
to the above Order. 7 4 | | 

Theſe ſame' Notes repeated, and which are but the Replicates 
of the one or the other, are called Ofcaves, - : 


It is proper to add the Octave to the firſt Note at the End of 


the Gamut, for better diſtinguiſhing this Octave; thus, 
C, D, E, P, G, d, B, C. VC Th 

If we begin and end this Gamut by any other Note (which 
is proper to be praiſed, though it be contrary to the Diatonic 
Order) it is plain by this Octave added, that the like may be 
done to the other Notes; ſo that, if we begin by E, we muſt 
then ſay, E, d, B, C, D, E, FP, G, in aſcending; and G, , E, 


D, C, B, 4, G, in deſcending; fo of the other Notes. 5 


| Of Intervals. | ( 
The Gamut may he repeated as well aſcending as deſcending, 
an] by different Notes; but the Diſtance from one Note to the 


other maſt alſo be obſerved, and this only in aſcending. 
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8 Principles of Compoſition. 8 


It is from this Diſtance, that all Intervals in Muſic are formed; 
and theſe Intervals take their e e 4 Arithmezical 


3: 7. 
En and * called, S nd, Third, Fourch® Fifth, Sith, Seventh; and 
. we have placed the Figures over the 88 of each In- 


terval, beeaufe we ſhall hereafter uſe theſe Numbers for denoting 
the Intervals we ſhall ſpeak of; ſo that it muſt be remembered, 
that 2 denotes the Second, 3 the Third, 4 the Fourth, &c. until 
the Octave 8; and when we ſhall ſay the Third, the Fourth, &c. 
thoſe Intery als are to be taken in the Gamur, . by aſcending from 
the Note. choſen for the firſt Degree, that Note being deemed 
the loweſt, _ | 
The Intervals in the Gamut deſcending alp alſo to be obſerved, 
wherein it wil! be found, that the Fourth Ae C is E, as the 
Fourth above G is C, w hich is not difficult to comprehend, and 
may be very uſeful upon Occaſion, | | 


Of intervals fruerted. 

The two riotes that create the Oftaye, are in the Main but 
one, and ſerve as Limits or Bounds to all the Intervals, ſince all 
the Notes in the Gamut are included in an Octave. 

Thus by deeming the two C's, by which the Gamut begins 
and ends, as one and:: the ſame Note, it may eaſily be apprehend- 
ed that, w hate ver other Note be compared to each of thoſe two 
Cs, it will nat produce two different Intervals; but by obſerv- 
ing, that the firſt C is below the Note compared, and that the 
Second is above, there ſeems to be a Difference; this Difference 
in Appearance 1 is proper _ be 3 0 , 5 5 
; Es £ | 8. * 7. 

Upon viewing | | * » 55 155 | | 
the Gamut in this! i * „ | 
Shape, it appears, — . 


" 5 Eh . 
that D makes the X S et i447 K I EE ge 
Second to the firſt 133 1 
C, and that the ſecond 3 bx 
makes the Seventh to @ 8 * 


that ſame D; that I makes 
the Third tothe firſt C, and 
that the ſecond C makes the 
Sixth to that ſame E; that F 
makes the Fourth to che firſt C/ 
by that the ſecond C makes the. 
Fifth to that ſame F; alſo that "- 
makes the Fifth to the firſt C, and the 
Fourth to the Second; fa that by this 
Means it is Giſcovered, that one Interval 
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ed; ariſes from another; for if we take any other for the firſt De- > 
tical gree, by placing it at the Beginning and at the End of the | 
| | Gator, and following the above Method, we ſhall always find 
* and . the ſame Thing, that is to ſay, that the Second to the firſt Note 
In- will make the Seyenth to the Octave of that firſt Note. 
oting Jo make this better underſtood, it muſt always be. ſuppoſed, 
ered, that the Octave is inſeparable from the Note taken for the firft 
until Degree; ſo that having compared a Note with this firſt Degree, 
„c. it muſt afterwards be compared with the Octave, from whence 
from will ariſe two Intervals, the Firſt of which is called Fundamen- 
emed tal or Principal, and the Second, Inverted, as it is in Effet; 
| for if we compare & to E, and E to C, we find but a Compariſon 
rved, inverted, in the ſame Manner as it is in Numbers, by ſuppoſing 
s the that 8 and 1 repreſent the ſame Note, and this Compariſon is 
and firſt made from f to 3, and afterwards from 3 to 8. 


Of all Intervals, there ate but Three that are Fundamental, 
and which ought conſequently to be remembered; they are the 
3, the 5, and the 7, which may be 2 —.— 


but placed in this Manner; each firſt i. 35 % 4 
e all Note anſwers to 1, and their 3, 5, Crs & + ola 

| and 7, anſwer to the Numbers which |D..F..4..C 
egins denote thoſe Intervals; and when E's Wo». Son 
1end- once theſe three Intervals are known S F is Soc ud * 
two in Relation. to. one of the ſeren % #2 0 
ſerv- Notes, taken for the firſt Degrec, we | E 
t the need only to add the Octave to that B. D. . 4 
rence fjrirſt Degree, in order to find that the 


Third becomes a Sixth, that the Fifth becomes a Fourth, and 

that the Seventh becomes a Second; theſe Three laſt Intervals, 

"3 viz. the Sixth, the Fourth, and the Second, being then inverted 
from the three firſt Fundamental Intervals, | | 

This Article ought to be carefully conſidered, for the better it 


— 7: be underſtood, the readier will the reſt be comprehended. 
„ Of Cliffs. | | 
Ob 6 There are three Sorts of Cliffs in NIivfic, the Baſs, or F Cliff; 
the Tenor, or C Cliff; and the Treble, or G Cliff. 
5 "i — The Bafs, or F Cliff, which is the Low-. 
; — — eſt, is generally placed upon the Fourth, or 
——ů—— the third Line. 
— 4 bane one: gl The Tenor, or C Cliff, which is a Fifth 
n=. + above V, is placed upon all the Lines, ex- 
* ATR — cept ing the Fifth. 
. NE The Treble, or G Cliff, which is a Fifth 
— —— abore the Tenor, or Gi, anna 
2 — —=> viaced upon the Second, or upon the firſt Line. 


wwe Of 


Principles of- ESD 


of Parts. 


| As U Hrmony confifts in the agreeable Union of Grohl different 

| | Sounds, and as theſe Sounds cannot be produced but from a 
þ Voice or an Inſtrument, each Voice or Inſtrument is called a 
3 Part, and each Part hath its particular Name, which is not al- 
1 ä ways mentioned, but is known by are en — of 


the Cliffs. 


2 i 


Firſt Treble. ET ; 
- 18 : ES > Theſe wo ces arc e 
io F= Second Treble. 

SR 


* to Female Voices. 
Counter Tenor, che higheſt of Male Voices. 


# 


Tenor, a mean Part, the neareſt to the Laſt. 


$——— Baſs or Concordant, a mean Part between the 
preceding and following Part. 


Connter Baſs, the moſt grave, or loweſt of Male 
Voices. 


This 


Principles of Compoſition. = 7 


This Mark, or Guide N, ſhews that one may exceed 
the Note until that Mark, at the Diſeretion of the Compoſer, 
who is. to keep his Voices within a proper Compaſs, by Reaſon 
that they are always ſtrained or forced, When at the extreme 

As to Inſtruments, they have their different. Compaſs ; the 

Violin, for Example, is limited: to an Octaye below its Cliff, 

but it is not ſo limited above. As the Violin and the Hafpfi- 

chord, or Orgad, are ſufficient to execute all Sorts of Muſic in 

General, we ſhall paſs over in Silence the other Inſtruments, the 

Knowledge of which may be acquired oF thoſe who practiſe 
de © 10. e 155 


them. f 
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Vniſon is two Notes in the ſa Degree, or 
the ſame Note repeated; the Exampſe ſhes 
Where the Notes of each Patt are to be 
placed ſo as to be at the Uniſon. 10 
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As Variety of Parts confiſts in differ 
Sounds, and not in the Quantity, we may fay, 
—— that all theſe Parts are but one; from hence 
— the Uniſon is forbidden in Compoſition, yet 
Beginners may uſe it until they have made a 
further Progreſs, e =” 
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Pri weißer Com Yofition, 


/ Meaſure,” cr Times | 

"Meaſure | is divided by Bars, and each Bar 6 5 acide: 2, 

I or 4, Parts, and is diſtinguiſhed by Common Time and Triple 
ime. Comfhon Time is when there are 2, or 4 equal. Notes, 

or Parts in a Pars ; and Triple Time 1s when 2 are but three 


> 7. AF? 


LW 


Fr 


. Notes, or Parts in 4 Bar. | uE O «& 
The ſloweſt Wordle in Common Time is known by this 
; | | IT 85: «FY 3 N 21 1. ſir; 
$ ay ++ 4 : 3 — 4 p 
Mat * „ hen it is ſomewhat faſter I; _ 
6 Ss e422 a 9. 111 5:1G 1 1 k 
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den by all by ) or 2, or = 8 


Triple Time is diſtinguiſhed by this Viark -, OPS 3 


* Movement, and contains three Minims in a Bar. By 


| * auen en er cofitains three Crotchets in a Bar; and 


2 


b os - ds the: 8 > and contains three. = Quan 


"130 a Bar. -nvlinU od 5 d 07 28 & boot 4; 


There is another Kind-of Triple-Time e- - or ad 


which is compoſed of the former, and contains 9 Crotches, 1 


nine Quavers in a Bar. 
There is alſo another Kind of common Time, compoſed of Triple | 


6 
. marked thug—, and contains fix Crotchets in a Bar; or 


thus — - : which then conſiſts of twelve Quavers 1 in a Bar. f 


Pauſes. 
Tuere a are "fix BER moſtly in Uſe, which are a Semibreve 85 


of Notes and their Lengths, and of Slurs, Points, Reſts, or 


5 lain F. rancher, f, a Quayer 3 a Semiquayer = and 


a Demiſemiquaver E; their Proportiòtts to each other are theſe, 


a Semibreve as long as two Minims, four Crotchets, eight 
Quavers, ſixteen Semiquayers, or thirty-two ö 
vers. | 


EXAMPLE: 
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8 Bo 


fe 5 Rs ion EX AMP „ 


1 Semibreve. 
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+ 2 3 <2 3 2 
71 2 Minims. 
14 5s 


| 4 Crotchets, 


16 Semiquavers. 
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A — A \ Minim, A Crotcher, A A Quarer, — — - 


— Tua semibreves. 858 * 
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raffer is uſed as x Guide r Directory to the next Note.” 
A Point or a Dot, een to . G makes it half as long 
again, 


EXAMPLE. 
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8 Quavers, 8 4 
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8 Theſe Signs are Se [2 Ir 


REES Principles of Cones, 


| A Slur is marked thus . 
A Repeat is made thus :5:; and is. hed to Ggaiky, chat fach a a 
Part of a Tune muſt be played over again from The Note over 

- which it is placed. - 
A fingle Bar ſerves 20, diyide the Megſure, and a onde Bar 
2 . , | 


is ſet to ae the Poe of Songs or Tunes, a 


The leaf "TEE" we have taken Notice of at the 8 | 
of this Chapter, was under the Denomination of a Second, and 
this Second may be. alſo diſtinguiſhed by 'a. whole Tone or a 
Semitorie. The Semitone is found between E and E, and be- 
tween Band C; whereas a whole Tone is found between all the 
other Notes of, che Gamut, that make a Second. And although | 

this Semitone, by which the ſmalleſt Interval is formed, be not 
found between all the Notes of the Gamut, it may nevertheleſs | 
be ufed by Means of certain Signs, or Marks, which, being 
added to any Note, either increaſe or leſſen it 'a Semitone. 
„ or X, Natural, or hy and F lat, 


"8 * 4 


or H. 


"IF A E, or Sharp, increaſes a Semitone that Note againſt which 


e, 


..%, Ah, or Natural, which 


it is placed, whereas a H, or Flat, leſſon it a Semitone ; and a 

metimes bears the Property of 4 K, is 

* uſed to contradift thoſe Flats and. es, in order to i the 
"Notes in their natur Order. my 


be = 


EXAMPLE. 


7 leflened 


* 


The ſame 


C Taereated The fame 
on Note 2 Note 
7 | Semitone. | rephaced, Semitone. replaced. 
| 12 — 


Thoſe Tutervale whoſe Difference * but of a whole Tone, 
or a Semitone (provided that the Name of the Interval be. not 
thereby altered) are diſtinguiſhed by Major and Minor, or Sharp“ 
and Flat ; for Example, the Third rod to E is called Major, 
or Sharp, becauſe it exceeds that from O to F, which is conſe- 

uently Minor, or Flat; fo likewiſe the Sixth from E to C is 
Minor. or Flat, becauſe it contains a Semitone leſs. tham that 
from F to D; ſo of the other Intervals that bear the ſame Name, 
'the Difference conſiſting only of a Semitone, more or leſs, and 
Which may be alſo diſtmguiſhed by extreme Sharp, or extreme 


F 7 as will be more fully explained hereafter, 5 
It 


J %- 
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| Note f in the Baſs, hat the 
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It is rent by Means of a E, or N. that the Difference, 


from the Major to "the. Minor, or a ſharp or flat Interval, 


known; . a Sharp K added to the lowermoſt Note (I) ent 


makes a Minor Interval, and added to the uppermoſt Note (G) 
r Flat, added to the low- 


makes it Major; on the contrary, a H, o 
ermoſt Note (H) makes a Major le and a . the 
upper 9 5 0 ) makes it Minor. N 


1 EF K. . * 8 * FE. rea ar 


1 Minor, 25 Major, eth Major, 6 Mi on; th, Falſe sch, or flat 5th, 


3 02 | 4 
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ES 


It is by . e r Note with che ee 
x "Major oo Minor Intervals. in the 


Example will be found. 


When a J, a g, or a 67, is placed over or under a Note in the 
Baſs, it does not alter that Note, but denotes only Mains or Mi- 5 


a 


Nor Tatervals. 8 


CHAP IL 


of the Fundamental hs 


HE grand Art or M in Compoſition, either for Har- 
N or Melody, hc conſiſts, and eſpecially at 
preſent, in the Baſs, MAN we call Fundamental, and as ſuch 


. proceed by Conſonant n which are che Third, the 


Fourth, 


* 
7 0 


- Z 0 
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| Foun, the Fifth, and the Sixth; ſo that we cannot make ly 
of the Notes of the F undamental Baſs to. aſcend or defcend,-but 

6 | only by one of thoſe Intervals, the leaft of which is to be - 

5 ferred to the greateſt, that is to ſay, chat, if we had a Mi 

"il make that Bak aſcend: or deſcend a Sixth, it would be better _ 
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| . make it deſcend or aſcend a Third; for it is to be obſerved, that 
to aſcend a Third, or deſcend a Sixth, is the ſame Thing; ſo 
likewiſe to aſcend 2 Sixth, or deſcend a Third; to aſcend a TY 
or deſcend a Fourth; to aſcend a Fourth, or deſcend a F in, as 
he 2 Example ſheweth. gs „ 
5 * x 4 * P . 8 — — 1 
1 S I — 
| 3 — 
: | To N V | 5 A zd. | : 
— The Name of the Note being ſufficient for "TRL EINE a pro- ; 
= poſed Interval, and knowing that the Third to C'is E, it matters 


=: not in the Progreſſion of chat Baſs, whether E be placed above 
16 or below C; fo of the others; and this ought to be well remem- 
- bered; for when we ſhall hereafter ſay, to aſcend a Third, a 
Fourth, a Fifth, or a Sixth, it is to be underftood to deicend a | 
Sixth, a Fifth, a Fourth, or a Third; or if we ſay, to deſcen 
a Third, it is to be underſtood » o aſcend a Sixth, C.. reg 
that this only regards the Pr of 'the Baſs. 5 je 
We have not 9 the 4 among the Conſonants, be- 
canis that the * being the Replicate of 1, it is as well for 
the Baſs to remain upen 1. as to aſcend or deſcend upon the Oc- 


| i . tate; yet we are ſometimes obliged to make the Bas deſcend an 
Sa | Octave, for a greater Liberty to the other Parts, which are to be 
EE placed always above the Bats. * 
ll AY Rr oa 
Þ; 
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;| of: bay baſe Chord, b which begins been in 1 
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CORD is the Diſpoſition, of Greral Sounds heaps. "Y 
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The only Chord we have at preſent need for, is the perfect, 

which is compoſed of one Note placed in the Baſs, and of its 
Third, Fifth, and Octave, placed in the other Parts 

The Gamur will ferve to find theſe Intervals, and this Baſs 
ma be repreſented by the Number 1, as thus 4 


A 5 
; „ E, E, G, C. } 
1, 2, 3, 4, 3, 6, 7, 8. We have marked 1, or 8, be- 
cauſe the Octave is always repreſented by the ſame Note that 
was taken for the Baſs. „ 

The Third, the Fifth, or the Octave, may be placed indif- 
ferenkly in any of the Parts, being at Liberty to place the Third 
above the Fifth, or the Octave, and the Fifth above the Octave, 
provided that thoſt Intervals are found to be always above the 

is; and each Part is to be kept within its natural Bounds, and 
. ſo contrived, that the Tenor may be above the Baſs, the Coun- 
ter-Tenor above the Tenor, and the Treble above the Counter- 


: { * * 
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Parts on the Contrary. are to proceed by diatonic Interyals ; 
© that in theſe laſt Parts we cannot ſkip from one Note to ano- 
ther, but to that which is the neareſt; as thus: & can go but to 
D, or to E, if it does not keep on the fame Degree, as it often 
D {o. of the others; and here follows the Manner of 
| 16. N | Eels | 1 
1. We chaſe a Note which is called the Key- note, by which = 


F the Bak is to. proceed by conſonant Intervals, che other 


the Baſs is to begin and end: This Note fixes the Progreſſion of 
all thoſe contained within the Compaſs of irs Octave: If then 
we take C for the Key, we can uſe as well in the Baſs as in the 
other Parts, but the Notes C, D, E, E, E, 4, and B without it, 
it being permitted to alter them by any Sharp or Flat. 14 
This Note C being placed in the Baſs, you diſpoſe the Chord 
in the other Parts, obſerving that which makes the Octave to C, 
that which makes the Fifth, and that which makes the Third. 
2. If after C the Baſs aſcends a Third 4, or a Fourth B (ſee 
the Example) the Tenor that made the Octave to C, which is 
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the Baſs, ought afterwards to make the Fifth to the New e | 


in that Baſs aſcends a Third or a. Fourth after C. 


The Counter-Tenor, which made the Third to GC, ought fo. 


. terwards to make the Octave to the Note which aſcends a Third 
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or a Fourth; and the upper Part, or Treble, which made the 


Fifth to C, ought afterwards to make the Third to the Note ſo 5 | 


aſcending a Third or a Fourth. | * 

3. If after C the Baſs aſcends a Fifth C, or à Sixth D (ſee 
the Example) the Fenor which made the Octave, ought, after- 
wards,” to make the Third; the Counter-Tenor— that made the. 


Third, ought afterwards to make the Fifth, and the upper Part, 


or Treble that made the Fifth; ouglit to make the Octave. 
4. and Laſtly, Thoſe that will not burthen their Memory 
by retaining the Progreſſion of each upper Part, in reſpect to 


the Baſs, need only to remember, that each of thoſe Parts can 


make but one of the three Intervals that compoſe the perfecrk 
Chord, and only in three different Manners, either by keeping; 
on the ſame Note, or on the ſame Degree, or by aſcending or 
deſcending diatonically whatever Road the Baſs may take; ſo 
that if a Note of one of the Parts can make the Third, the 
Fifth, or the Octave, without altering its Poſition, it muſt ab- 
ſolutely remain; but if by this Manner you cannot find any one. 
of thoſe Intervals, you will infallibly find it by making it aſ- 
cend or deſcend diatonicallyx. 5 
If two Parts ſhould, by Chance, happen to meet upon the 
ſame Note or Degree, whereby one of the Intervals in the per- 


ect Chord ſhould be wanting, it would proceed. from one of 


* 


thoſe two Parts having made one of the three Intervals of that 
rfe& Chord, „ by aſcending or deſcending : So that, 
R made it to aſcend, it muſt afterwards deſcend, or having 
made it to deſcend, it muſt afterwards aſcend ; which is natural 
fo that Part that makes the Fifth to a Note in the Baſs followed 
by another . a Fourth, to which Note, ſo aſcended, 
this Part can make the Octave by deſcending, or the Third by 
aſcending, to which Degree this Part ought then to aſcend?; 


this is allo natural to, that Part that makes the Octave to a 


Note of the Baſs followed by another aſcending a Fifth, and, in 
that Caſe, that Fart muſt deſcend upon the Thi to the Note 
aher aſcend x Fifth in the En.... 
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| 4 Aſcend a | Aſcend a] Aſcend af Aſcend ag 
3d, or de- 4th, or de-{5th, or de- ſoth, or de- 
ſcend a 6th, |ſcend a ſthſ ſcend a th. ſcend a 3d 


* 


VP 
Aſcend a] Aſcend a| Aſcend al Aſcend a, 
6th, or de-{5th, or de- 4th, or de-[3d, or de- 
b Ie ſcend a 3d, ſcend agth{ſcend agth. fcenda 6rh Ys 


The Progreſſion of the upper Parts in this Example may be 
_— remembered, ſince you will find in all but 8, 55 and 8. * 
„F; 3, 8, and 3, 5, G, H; 5, 3, and 6, 8, J, L; when the 
Baſs aſcends a Third 4, or a Fourth B, it is found that 8 leads 
d 5 E; 5tog J; and z to 8 CG: And when the Baſs aſcends a 


Fifth C, or a Sixth D, it is found that 8 leads to 3 F; 3 to. 


5 Z; and 5 to 8 L: So that, whatever Road the Baſs tabes, we 
may know by the firſt Interval (be it a Third, Fifth, or Eighth) 
that which muſt be the next to the following Note in the Baſs; 
and ſo on until the End, by following the ſame. Method, for 
each Part ſeparately, and obſerving that the 3, 5, and 8 be al- 
ways contained in the three upper Parts, being at Liberty to give to 
any one of charts the 3, 5, or 8, to the firſt Note of the Baſs; 
but in a Succeſſion or Sequence of Chords, one cannot help 
following the Method above preſcribed, to each Part that ſhall 


have made the 3, 5, or 8th, 


It 
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26 Principles of Compęsition. : 

It appears alſo by this Example, that this Order preſcribed doth 
not only happen between the firſt and ſecond Note of each Bar, 
but likewiſe between the ſecond Notes of a Bar and the firſt 

of the next; ſo that, wherever the 1 e of the Baſs is 
the ſame, that of the other Parts will be {o likewiſe. Therefore, 
the Interval marked A, between the two Notes of the firſt Bar, 
and between the two. laſt Notes of the Example, being the ſame, 
the Progreſſion of the upper Parts muſt like wiſe be the ſame; 
ſo of the other! Intervals of the Baſs marked by 2 B, a C, or 
A D. as well above as under the Baſs : Nevertheleſs, one muſt 
not ſtrictty ſcek the like Uniformity in one upper · Part 2 5 
by Reaſbn ttiat the Succeſfion of Chords will obhge it to make 

ſometimes the Third, ſometimes the Fifth, Cc. but it will 
always be found, that that Part which hach made the Third, 
the Fifth, or the Octave, will always follow the Progreſſion 

Which is-affigned to it hy that of the Baſs. From hence it is 

to be concluded that, after having fixed and determined the 

Chords of the Parts according ta the Progreſſion of the two 

firſt Notes of the Baſs, we mult alſo fix and determine the 
Sueceſhon by that of the ſecond Note · of the Baſs- to the Third, 

from this to the Fourth, and from this to the Fifth, and ſo on 
to the End, each Note of the Baſs always making one of the 
donſonant Intervals / preſcribed to its Progreſſon with that that 
follows or precedes it; and each Interval of that Baſs fixes or 
determines the Progreſſion of the upper Parte. 

. We have placed the Number 1, either above or below each 
Note of the Bafs,, to ſhew that in each Chord there will be 

found but the Numbers 1, 3, 5. 8. | 
Jou may at preſent compoſe a Baſs after what Manner you 


— 


will, nevertheleſs, by making it begin and end by the Note 

I being at Liberty to make it proceed Te all the conſonant 

Intervals, without altering the ſeven Notes, C, D, E, F, G, 4 By 

by any Sharp, or Flat, and obſerving to avoid the Note B, in 

dhe Baſs only, and after having, diſpaſed. the. firft Chord in each 
Fart, the Progreſſion of thoie. Parts that make the 3, 5, or 
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To aſcend a 5. 6:4; 6.6 . 5 3. en 3. 5: f. 4. J. 3 
Remember that to aſcend a Sixth, or deſcend a Third, is the. 


Tame Thing; likewite to aſcend a 4th, or deſcend a 5th. 


It is proper at firſt to begin by Common Time, and you may 


uſe either a Minim or a Crotchet for each Part of the Meaſure 


or nos in the ſame Manner as we have uſed a Semibreve. 
It is om perceived, that the Diſpoſition of this Baſs depends 
ancy or Taſte; yet one may keep to it in the Be- 
ginning, to ſee if the Parts that will be placed above it be 
agreeable to ours ; after which you may compoſe other Baſſes at 
Pleaſure, obſerving that the laſt Note of the Baſs ought always 
to be preceded by another of the Diſtance of a Fourth below, or 
a Fifth above it: that is to ſay, that the Note C ought to be 
4 888 by te Note G, at the Concluſton, or final End of the 


lecCe. 


n 


vide e ie e 
Of fome Rules which muſt be obſerved. 
1. WO Octaves, or two Fifths, are never to follow one 


another immediately; yet it may be practiſed in Pieces 
of four Parts, provided that the Progreſſion of the two Parts 
that make two Odtaves, or two Fifths, moves by a contrary 
Motion, that is to ſay, that if one of the OtQtayes aſcends, th: 


other ought to deſcend. | 
* Exam e 
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18 Principles of Compoſition. 
Example of two Ofaves, and two Fifihs, moving by a con- 


trary Motion. 


2. Vou muſt avoid aſcending from a Minor, or flat Third, to 
the Octave, which cannot be found in the foregoing Examples, 
by Reaſon that the Major or Minor, or ſharp or flat Third, was 
not as yet in Queſtion; but the Diſcord we are going to treat of, 

will eaſily make us obſerve this Rule. . 


* . 
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te Chord of the Seventh. 
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J Uppoſing that you are arrived at a ſufficient Knowledge of 
O the conſonant Intervals, of which the perfect Chord and the 


Progreſſion of the Baſs are compoſed ; the Relation, which theſe 


Intervals bear together, is now to be examined; and without 
taking any Notice of the Octave, which may be looked upon out 
as the Replicate of the Baſs, repreſented by the Number 1, it will 
be found, that the perfect Chord is compoſed of three different 
Sounds, the Diſtance af which, from the firſt to the Second, is 
equal to that from the Second to the Third, as appears by theſe 
three Numbers, 1, 3, 5, a Third from 1 to 3, and another from 
yto 5. Now, to find the Chord of the Seventh, one need only 
to add another Sound in the fame Proportion thus, 1, 3, 5, 7, 
which makes another Third from 5 ta 7; and this laſt Chord 
differs from the perfect, only by the 7th, which is added to it. 
This Interval added to the perfect Chord, being Diſſonant or 
a Diſcord; the Chord wherein it takes place is called Diſſonant, 
and the Octave may be added to it, as in the perfe& Chord, 
either for compoſing in five Parts, or for giving a better diatomic 
Progrcfion to the upper Parts; in which Cale it is to be ob- 
ter ved, that the Octave oftentimes takes the Place of the Fifth, 
which is in lifferent, there being, in that Caſe, only to let the 
Fas follow their natural Courſe, which is to proceed diatoni- 
| cally 
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cally, whether the Octave, or the Fifth, happens to be in this 
Chord of the Seventh, or not; as to the Third, it cannot pro- 
perly be left out. | i oh OY. ? 
| This Chord of the Seventh muſt not at” preſent be uſed, but 
only pos ſuch Notes of the Baſs as are preceded and followed 
by a Fourth aſcending, or a Fifth deſcending, * 
The diſſonant Interval of this Chord, which is the Seventh, 
ought to be prepared and reſolved by a conſonant Interval; 
that is to ſay, that the Note which made the Seventh to the Baſs 
muſt be prepared and reſolved by a Third. The Third which 
prepares or precedes the Seventh muſt be upon the ſame 4 . 
or upon the ſame Space or Line with the Seventh that follows 
it; and the ſubſequent Third, by which the Seventh is reſolved, 
is to deſcend diatonical x. | 
It muſt be fo contrived, that the firſt Seventh be heard upon the 
firſt Note, or Part of the Bar, and conſequently prepared upon 
the ſecond Note, or Part of the preceding Bar; the firſt Seventh 
being that which is not immediately preceded by another Se- 
venth. As ſoon as a Seventh hath been taken upon a Note of 
the Baſs that hath been preceded by a Fourth aſcending, or a 
Fifth deſcending, the Baſs muſt always proceed by the like In- 
tervals, until the Key-note, which at preſent is that of C, by 
iving the Chord of the Seventh to each Note, excepting the 
| gan and its Fourth, which are C and F. C, or the Key- 
note, is excepted, becauſe the Key-note cannot be deemed as ſuch, 
but with the perfe& Chord; and F, or the Fourth, is excepted, 
becauſe, it being forbidden to uſe the Note B in the Baſs, if the 
Fourth, or F, carried the Chord of the Seventh, it would in 
that Caſe be obliged to aſcend a Fourth, or deſcend a Fifth up- 
on B. E is likewiſe to be excepted, fince one could not give it 
the Chord of the Seventh, without its being preceded by B, b 
reaſon of the Progreſſion limited to the baſs of this Chord; 18 
that this Chord of the Seventh is not for the preſent to be uſed, 


but upon the Notes 4, D, and G. 
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1 g | In the upper Parts, the Sevemh-s is found alvrays: 8 tro. 


Ty birds, thus: 3, 7, 3; and the firſt Seventh i is always prepared 
= „„ ia the frond Part of the Bar C. c LT 4 
Ihe Neceſſity we are under to make the Seventh deſcend upon 
ks the Third, by which it is reſolved, alters the Progreffion of that 
| Part, which, as we have faid before; ought to aicend from the. 


! Tenor. 


* - * „ 
* 
N 


Is © % 
c F ifth to the "Third, when the Baſs atcends a Fourth; but as that” 
a ſame Part may allo fall vpon the Octave, we mut abſolutely 
WET e it that Progreſſion, when the Seventh ha © os to take Place; 
r Ba are N that the Seventh is obliged to fal n the Thitd :* : 
tn therefore, fince we cannot alter the Progreffiod o of the Seventh, 
rat of the Fifth 4 muſt be altered according to what we have 
= already ſaid, that we were ſometimes obliged to uſe the Octave 
e inſtead of the Fifth, in the Chord of the Seventh, by Reaſon of 
the diatonic Pro Rom of the upper Parts; and in Chap. IV. 


un 
an 4 that when two Parts happen to meet upon the ſame Degree, 
that Part that can make one of the three_Intervals muft be al- 

e If tered, either by aſcending or deſcending. 

die bell - The ſame Part that made the Fifth, can alſo make — 
Two Fifth B, provided that its Progreſſion, and that of the Baſs, be 
(own > CONtrary, as was faid in the foregoing Chapter, which 1s done 


3 2 r in order to cotfplete the Chords, or to put the parts in their na- 
} „ tural Place; ſee the Guide at B, which ſhews the Octave, which 
3 "i we have avoided in this Place, becauſe” i is found in another 
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ARTICLE I. 


HE Seventh, which i is the firſt, and we might ſay the Prin- 
cipal of all Diſcords, may be repared. and reſolved by all 
be Concords; but as its ſeveral Reſolutions are derived from the 
preceding Manner, we ſhall not as yet ſpeak of it, but only fay, 
that it may alſo be 0 ee by the Fifth, and by the Octave, 
and in that Caſe the muſt deſcend a Third; in order that 
the Seventh may be heard prepared by the Fifth, and aſcend dia- 
tonically, when the Seventh is prepared by the Getarez obſerving 
that all the upper Parts deſcend, when that Baſs aſcends diato- | 
nically, excepting at Part which makes the Seventh, and which ta. 
remains upon the ſame Degree, in order to fall upon. the Third. FA £9 
© The Seventh may be alſo prepared by the Sixth, but it is not K. 
yet Time to ſpeak of it, becauſe at. preſent we are only talking 
of the Fundamental Harmony, compofed only of che Bals, of its 2 ** 
Third, Fifth, and Seventh, as thus, 1, 3, 5, 7. 
N. B. That the Progreſſion we have preſcri bed to the Baſs for 2 = 


oo Rom of Sevenths, in the firſt Article, cannot alter but iu. + ow 
2 to the firſt Seventh, and it is only in that Caſe u 

ko, that enth may be prepared by the Octave, or by the os & 

Fifth; for after the firſt Seventh, you will always find the Se- = 

venth between two ThirdsP and by whatever Manner it be Pre- 

pared; it will alw Wr be reſolved by: the Third. 


EXAMPLE. 


— 
ee MK = 
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This Example ſhews how the Seventh may be taken upon the. 
four Notes, 25 4, D, and G; by the liberty of making the Baſs 
to fall a Third, in order to prepare the Seventh by the Fifth, or 
to make it aſcend a Second for es the Seventh by the Oc- 
tave. We find, in this Example, two Parts that aſcend together, 
an Octave (C,) which may be done in order to put the Parts in 
their natural Place, provided that thoſe Parts do not make to- 
gether two Oftaves, or two Fifths following; for what we have 
faid in reſpe& to the Baſs, muſt likewiſe be underſtood of any 
d . Bot h 
If two Parts can aſcend an Octave, the like rule holds for one 
fingle Part, as appears by the Baſs (J) inſtead of remaining upon 
the ſame Degree ; yet-an upper Part could not do the like, where 
a Diſcord happens to be prepared, and it muſt in that Caſe keep 
on the ſame = 5 3 

It is not yet neceſſary to take any Notice of the Sharp placed 
before F, as Beginners are not obliged to uſe any Sharp or Flat, 
until they are better inftruted.' | 85 
If the Baſs exceeds its natural Bounds, and if the Tenor 

happens to be above the Counter- Tenor, it is by reaſon that we 
would not alter the diatonic Order of the upper Parts, to which 
we muſt ſubje& ourſelves, eſpecially in this Caſe. ode 
We have nothing more to ſay, but what depends upon theſe 
firſt Prineiples; the better they are -underftood, the leſs Difh- 
culty there will be in comprehending the reſt. | 


———_ 


*. 
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Remarks touching the Diſcord. | 


on the contrary, it gives him a greater Liberty, for in all 

rogreſſions of a Baſs aſcending a Second, a Fourth, or a Sixth, 
there will always be found one Note in the upper Parts, which 
having made a Conſonant Interval with the firſt Note of the 
Baſs, may, without altering it, make the Seventh to the ſecond 
Note of that Baſs, which ought to he practiſed as often as poſſi - 
ble, and by that Means the Fault of aſcending from the flat 
Third to the Octave, or from the flat Sixth to 'the Octave, will 
be avoided ;* but at the ſame Time it muſt be conſidered, whe- 
ther the Note in the Baſs upon which you would take the Se- 
venth, be followed by another, that can reſolve it by the Third, 
otherwiſe the common, or perfect Chord muſt be taken. 


EXAMPLE. 


\ \ DISCORD, inſtead of being troubleſome te a Com er, 


-— LS Fx 
— _ 1 F 
E — ee a 7 1 
— 
** 4 1 11 p SF 
111 3 1 ꝗꝛ2ͤꝛ» —R— 
2 N 
n « 
V — l n * — — 8 £44 5 61 —_ : — 
. 3 1 nne . | | 
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þ Y 2 ” x — 
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I cannot take the Seventh upon the Note at /B,) though it bo 
prepared by the Fifth to the Nate at A, becauſe that it cannot 
be reſolved by the Third to the Note at C;) but bY putting the 
Note at (D) in the Place of the Note at /C) I then can take 
the Seventh to the Note at {B) fince it will be naturally re- 
ſolved by. the Third to the Note at D,) ſo of the reſt, taking 
Notice that the Key-note cannot as ſuch carry the Chord of tha 
Seventh, and that we ſpeak here only of the fundamental har- 
mony. _ | 1 | „ — 


” 


— — * n 


HAP. VIII. tt 
Of the Key, and of its Denomination of Flat and Sharp. 


E have called the Key- note, that by which the Baſs js 

to begin and end; and we have mentioned that that 

ſame Key- note fixed the Progreſſion of the other Notes con- 
tained in its Octave; conſequently, if we take C for the Key - 
| h note, 
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note, we cannot alter the Notes C, D, E, E, G, A, and B, by 
any Sharp or Flat; for it is thus that the Gamut repreſents it 
in the Oftave of E; from whence we conclude, that the Word 
Key 1s adapted to one Note, chofen as Principal to compoſe a 
Piece of Muſic in, and for that Reaſon is called the principal 
Key note; this Note having the Privilege to determine all the 
diatonick Eiterrah, wherein all the Tones or whole Notes and 
Semitoneg, or. half Notes, which ought to follow each other from 
the Key-note to its Octave, take Place, and which is called Mo- 
dulating.; and the Difference of the Mode or Key. 1 is this: The 
le (from whence. Modulation, is derived) conſiſts in the Third 
o the Key note; and as the Third can be but either Major or 
Noor, er Sharp or Flat; ſo likewiſe the Mode is diſtinguiſhed | 
but by two Sorts, and for that Reaſon, the Word Mode is 
general gomprehended or underſtood in that of Key, faying 
999 rp key, or flat Key- 209 
If we the ſha Thind $0 G we fay that we are in the 
arp, or CM or ; and if we give it a flat Third, we 
ſay, that we are in Ra y of 2 Flat, or C Minor; Modulation 
conſiſting only in theſe es ecies-of Major and Minor, which 
. upon the Third given to the Key- note. 
he Note C, within the Compaſs of its Octave, contains all 
the Tones Major. that con heuui — but a ſmall 
3 between the Major and the Minor, we ſhall not ſhew 
S — w have fully examined and explained the 


155 he. 25 of.C will ſerve, La an, Example for all ſha "ry Keys, 

G, &c. may be taken. e as C; 

5 "hes e a, Note hath been * Key-note, one 

cannot ſpeak, of the others, but comparatively to that ſame K 2h 
note ; Eefore the f. Fei. Note, the Third, the Fourth, t 

f Fifth, A. will be oeh. „but ante ly to the Note ſuppoſed 


r the Keynote; and conſe 825 „ in the Key of C, the ſe- 


Sud Note 2 55 the Third Fourth F, Ne. and here fol- 
| W the Names of the fevers Note, or Tones 1 in the Key of 2 
5 — — — - Oftave, ? 
E War Seventh, or leadi ng Note, 
2 Jo = - The Sixth, 
& > The Fifth or governing Note of the Key, 
"45 3 N 8 Ude Fourth, 
Hach nd. 75: L * * 45 The Third, 
+ - Wy $4 " * - The Second, 
ür W 3 15 e Ni - Tue Key-note. 


27K 25 
<< . 8712 2 , © *7 BA 
Oele bo dae whicky boſi des Ds Kepa; FRA, a pro- 


125 Nad 10 diftingnih thou rom the others; the one is the 
governing 
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governing Note af the Key, or the Fifth, and is thus called; 
becauſe, in all final Cadences, this Note always precedes the 
Keynote, as may be ſeen in the foregoing Examples, where G, 
which is the governing Note of C, always precedes it, and eſpe- 

_ cially at the End or Coſe. The other is the leading Note, or 
05 Seventh, and: is thus called, becauſe, in whatever Part this 
ote is heard, the Key-note immediately follows it; therefore it 
way vety Progeny be callgt le Fading tote of Wore; can 
in the Key of C, the ſharp Third is E, the governing Note is G, 
and the lead, g N ote is B, and the governing and leading Notes, 
and the ſharp Third, do in all Keys make the ſame Intervals as 
E, C, and B, make in the Key of C, excepting in flat Keys, in 
which the Third is flat. . + Hof et vert Bt OE 


CHAP RR ͤ N 
Of the Manner of modulating Harmonicaly, when g dialenie 
5 Progreſſion is given to the Baſs. 1 
111 Notes that carry the perfect or common Chords may be 

deemed Key notes, and all thoſe that carry the Chord of 
the Seventh, may be deemed governing Notes, with this Dif- 
ference, that the governing Note of the Key is diſtinguiſhed 


above or below op. of the Sounds, or Notes, comprized in the 
Chord; which obliges us to give them another Name, in order 
to diſtinguiſh thoſe from which they are derived. 9 


D | | 6 Canſonant 


Seventh. 
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It muſt be obſerved, that the Number 1 repreſents the Baſs, 


. and that the other Numbers ſhew the Diſtance from one Sound, 
or Note, to that of the Baſs; and that the Numbers 8, 10, 12, 


Sc. are but the Replicates, or Octaves, of 1, 3, 5, Sc. and as 8 
is the Replicate of 1, ſo 10, and 12 are the Replicates of 3 and 
of 5: Alſo, that all Numbers may be reduced to a -meaner or 
lower Term, the Intervals whercof will be equal: For Example, 
4, 5, 6, may be reduced to 1, 2, 3; becauſe the Diſtance from 
4 to 5 is not greater than from 1 to 2. Therefore, the Numbers 


6, 8, 10, 12, may be reduced to 1, 3, 5 7, by reaſon that 


there is not a greater Diſtance from 6 to 8, than from 1 to 3; 
ſo of the others, it being neceſſary to reduce to a Unity the firſt 
Number of each Chord; -becauie that Unity repreſents the Bafs 
to the perfect Chord, and that of the Seventh, from whence all 
Concords and Diſcords are derived. 


We ſhall not take Notice of the 8 in the Chords, becauſe that 


Number is the Replicate of the Baſs 1. 3 
* E 1 a C, E, G. 
Figures which are pla-) The perfect Chord is compoſed of 1, 3, 5, 
ced over or under the |. I his Cliord is always taken 
Baſs, to ſhew all the pupon the Key- note, and ſome- 
Sounds the Chord is | times upon its Governing- note, 
compoſed o. Jor Fifth. | 


Chords inverted, derived from the perfect Chord. 
„FF PERS 7 ty A cl 


6. The Chord of 6 is compoſed of 1, 3, E, inverted I. 8. 10 
from 15 5 L he : Ii > 3 - 
| 5 8 = . | ; ; 13 33 Ho 
This Chord is always uſed upon the Third of the Key. — 
6 | e, 6 : G, GE: C, E, G. 
. The Chord of - is compoſed of 1, 4, C, inverted . 
r ny ; 1 #2 e e e, . 
from LS 
| 1, 3, 5. 
—— — 


This Chord is uſed but upon the Governing- note or Fifth of 


the Key, but not ſo often as the perfect Chord, or that of the 


* 


Enumeration 


Principles of Compoſitiin, ; 


Enumpration of 'D'ſ:or-!s, or Diſſinant Chords, derived from 
the Chord of the Seve..th. 
| e 8 % D, 
7. The Chord of the Seventh to a Governing- IT 
note, or Fifth of the Key, is compoſed of 9:6 30" 7 


Chords inverted, derived from the Chord of the Seventh. 
G, D 


G 


5 3 5 6, 8, IO, 12. 
5E, 6, inverted from 


2.» 4-2 


| This Chord is never uſed but upon the Leading-note or ſharp 
Seventh of the Key. | 


7 


A, or 5#. The Chord of the flat or falſe Fifth 1 
, Or 


compoſed of * $, 


D, , , i 25 4, 6, 8, 10. 
compoſed of 1, 3, 4, 6, inverted frem „ 
! : — 4 


This Chord is generally uſed upon the ſecond Note of the Key. 


6X. This Chord is called the ſinall Sixth, and is 5 B, D, 4 


4X. This Chord is called the Tritouus and is] &, B, D, F. 
| 7. C, B BR. B, th pa 4, 6, B. 
compoſed of 1, 2, 4X, 6, inverted from T, „ $3 
„ | - —ͤ— — 

This Chord is never uſed but upon the fourth Note. 


It is to be obſerved, that the Key- note lends its perfect Chord | 
but to its Third and Fifth; the Third under the Name of 


| 6 
Sixth, and the Fifth under that of -; fo that, when you can in 


"a 
all Keys diſtinguiſh the Third and Fifth, you may at the ſame 
Time know what Chords are to be taken, though the perfe& 
Chord more properly belongs to the Fifth or Governing- note 


than the Chord of 2, and even the Chord of the Seventh ſeems 


| | 4 
to belong only to the Fifth, eſpecially when it immediately pre- 
cedes the Key-note ; but let not the Difference between the per- 
fe& Chord, and that of the Seventh, puzzle you, fince this laſt 
Chord conſiſts only in a Note or Sound added to the perfect 
Chord, which the Compoſer is at Liberty to leave out; ſo that, 
wherever the Chord of the Seventh might be uſed, you may 
take only the perfect or common Chords; yet, as it is proper to 
know what we are about, it muſt not be left out without a Rea- 
ſon, eſpecially as this Chord of the Seventh is the Origin of al 
ro OY | | Diſcords 


= = 
a . Or rono 2:4. 
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Diſcords; the Knowledge of its Progreſſion, that is to ſav, of 
the Chord that is to ſuecetd itz being as neceſſary, as that of its 
Conſtruction 1. e. of the Sounds or Notes of which it is com- 


Length may permit it, at the Will and Pleaſurè of the Compoſer; 
C 


ar be given to the, Notes that .compole it, by. lacing in 


Key, cannot injmediately 4 * preceding the Key- note, or its 
Derivatives, without bearing 5 


might carry the perfect rd as well as 
ſides, that the perfect Chord always ſubſiſted in that of the Se- 
venth; therefore, the Chord of the Seventh muſt be preceded 
in the ſame Manner as the Perfect; which obliges us to attri- 
bute a Governing- note to all thoſe Notes that bear the Chord 
of the Seventh; and as a Governing- note is always a Fifth 
above, or a Fourth below the Note governed, it is not difficult 
to comprehend that & can have but D for its Governing- note; 
and as a Note is called a Governing-Note, but by reaſon only 
of its being a Fourth below, or a Fitth above, it can . 

that 


company it. We have faid that the Fifth or Gorverning-note 
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that Caſe but fhe Chord of the Seventh; {6 that; by following 
the ſame Diſpoſition that we have given to the Chord of the 
Seventh to the Note &, we ſhall find that of the Note D between 
theſe Notes D, I, d, C; from whence. we conclude, that the 
Note D, 6r thoſe comprehended in its Chord, cannot appear in 


the Baſs imedintely before the Note ©, without their Chord 
being .compoted of any other Notes thin D, F, A, C, in the 


fame Manner as &, B, D, F ought t6 compoſe the Chord t6 
each of thoſe ſume Notes; when the Note C feilows them; the 
harmonie Progreſſion of Diſcords being but à Succeſhon or Ses 


quence of Gogerning-notes, of Fifths, which is not difficult t6 


comprehend in its Bottom, as the Examples of Sevenths prove 


fo us; arid it is by the Relatibii there is betiveen the fundamen- 


tal Chord and its various Progreſſion; that ariſes the Liberty we 
po of ufing indifferently any die of the Notes contained in the 
umlamental Chords, which are the Perfect and the Seventh; 
and it is in this Relation that all bur Attention is hardly ſuffi- 
cient; nevertheleſs; by ktepifig it within the Conipaſs of an 

Ottave; it is only neceffary to know the Manner how a Concord, 
or a conſonant Chord, is 15 be preceded; having given to unders 


ſtandi that a Diſcord is riot preceded by any other Manner; and 
__ we ſay; without making uſe of the Names of the Notes; 


but only of the Interval which each 6f thoſe Notes makes with 
the Key-note, in order that it may ſerve for all Keys in general's 
For whien it is 'neceffary büt te kfiow how to Uiſtinguiſh the Key- 
note, you will then have got 6ver moſt Difficulties; 3 85 

Te Key-note taffics the perfect Chord'; its Third always 
carries that. of the Siftth; And its Governing-note, or Fifth, als 
ways earrits the Perfect; wien it doth not immediately precede 
the Rey note; otherwiſe the Seventh F muſt be added to its 
perfect Chord &, B, . n = | 
- The ſecond Note, which, in > diat6fiic Procreffion, is between 


the Key-note, and its Third, can carry, in that Cafe, but the 


Chord of the ſhall Sixth D, F, E, B. 

The Eeading- note, or ſhirp Seventh, which in aſcending pre- 
cedes the Key-note, muſt carry the Chord of the falſe or flat 
Fifth B, D, F, G; but when th deſcending it precedes another, 
Which is not contained in the Chord to the Key-note, then it 
is deemed but as the Third to the Governing-note, or Fifth-of 
the Key; and in that Caſe muſt carry the Chord of the Sixth 
B, D, G, inverted from G, B, D, | 

The fourth Note, which in aſcending precedes the Governing- 
note, muſt in that Caſe carry a Chord like unto that of the 
Leading-note, when the Leading-note aſcends to the Key-nete, 
ſince the Key-note and its Fifth muſt be preceded alike ; fo that, 
as the Leading-note or ſharp Seventh hath carried 1n that Caſe 
a Chord derived from the Fifth, to likewiſe the Fourth will carry 

| | | | a 


i 
41. 
4 
12 
if 
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a Chord derived from that Note, which is the Goveining-note; 
or Fifth, to that Fifth. So that, if G governs C, D for the ſame 
Reaſon governs G; and as, in the Key of C, F is the fourth 


Note, it will then carry the Chord of 2 or the great Sixth F, 


A, C and D, derived from that of the Seventh D, I, A, C. 
This Chord of the great Sixth differs from that of the falſe 
Fifth, but in. reſpect to the Fifth which is perfect one Way, and 
flat or falſe tune other; which proceeds from the different Species 
of Thirds, which is ſharp between C and E, and flat or minor 
between D and F; for it may be obſerved, that the Diſpoſition 
of theſe two Chords is the ſame, and they are taken equally 
upon the Third to the fundamental Note, on which the Chord 
of the Seventh is uſed; we ſhall in its proper Place ſhew the 
Reaſon why this Diſtinction is made upon the derivative Chords, 
and not upon the Fundament. „ 
This ſame fourth Note, which in deſcending, precedes the 
Third, muſt carry the Chord of the Tritonus F, G, B, D. 
The fixth Note, which one Way or other precedes the Fifth 
and its Third, muſt carry the Chord of the ſmall Sixth 4, C, 
D, F, inverted, or derived from that of the Seventh to D, which 
_ governs G in the ſame Manner as the Second, in the like Caſe, 
carries the like Chord, when it precedes the Key-note or its 
Third. 5 „ C 
If theſe Particulars be examined with the Enumeration of 
Chords, it will give à better and a clearer Idea of the Whole, 
obſerving that the Fifth, or Governing- note, may be deemed or 
looked upon as a Key- note, by reaſon that thoſe two Notes are 
equally preceded by the ſame Chords, which fixes the Object; 
and obſerving alſo, in a diatonic Progreſſion, thoſe Notes which 
derive from the Chords affected, or adapted to the Key-note and 
its Fifth, and the Notes that follow: them; becauſe that one and 
the ſame Note may happen to belong to two different funda- 
mental Chords, in which Caſe, in order to fix the Chord that 
it ought to carry, we muſt be be guided by the next Note that 
follows it, taking Notice of the three or four Notes that com- 
poſe the perfect Chord, or that of the Seventh, and with which 
the Note in the Baſs ought to be accompanied in the upper 
Parts. . 1 85 | | 


CHAP, 


— 


— w . Bo OT 


Principles of Compyſition. 31 


CH A 2 ; X. 
Of the continued Baſs, 
| 7 muſt not confound the diatonic Progteſſion of a Baſs, 


which we now ſpeak of, with the conſonant Progreſfion, 
of which we have given ſome Examples upon the perfect Chord, 
and that of the Seyenth ; theſe two Chords are the Fundamental, 
and as a Proof of it, we ſhall hereafter, under our Examples, 
place that Baſs which we call Fundamental, the Notes of which 
will carry but perfect Chords, or of Sevenths, whilſt the Notes 
of the uſual Baſs, which we call continued, will carry Chords 
of all Species, the Whole making together a complete Harmony; 
ſo that this fundamental Baſs will ſerve as a Proof to all our 


Works and Examples, whereby it will be evident, that the ſeve- 


ral different Chords which will be therein uſed, willtproceed only 
from an oppoſite Progreſſion to that of the fundamental Bals, 
according to what we have juſt now explained, though the 
Chords, compared to one or the other Baſs, will be always the 
ame in the main, their Difference proceeding from the Liberty 
of placing in the Baſs any. one of the Notes contained in the 
fundamental Chords; but all the Notes of the Chord taken to- 
gether will always be the ſame, and the Progreſſion, fixed 
to them by the fundamental Chords, will not be thereby al- 
tered, ; 


_ 


"CHAP, 


OF the Progreſſion of the Baſs, which fixes at the ſame Time 
that of the Chords, and of the Manner of reducing a deri va- 


tive Chord to its Fundamental. 


IE Progreſſion of the Notes of a Baſs that carry conſo- 
nant Chords, ſuch as the Key-note, its Third, and its 
verning-note, or Fifth, is not limited, provided that that 


Progreſſion be not foreign to the Key compoled in; but, as at 
preſent the Queſtion is only of one Key, one cannot be miſtaken, 


by uſing only the Notes C, D, E, F, G, 4, B. 
The Progreſſion of the Notes of a Baſs that carry Diſcords 


are limited, ſuch as the 8 when it carries the 


Chord of the Seventh, and all its Derivatives, or rather thoſe 


which do not carry the perfect Chord, or any of its Derivatives; 
becauſe, as ſoon as a Note carries a Diſcord, it is certain that 
it governs another; and if the Diſcord is not that of the Se- 

„ | yenth, 
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venth, it is certain that it procegds from jt ; it will then be only 
by reducing it to its original or fundamental Chord, that you 
may ſurely know the Chord that guſt follow, whatever Note 
happens to be in the Baſs. 

In order to reduce. a Diſcord to its 8 fundamental 
Chord, it muſt be obſerved, that there are always two Notes, or 

'F, G, G, D, 
uvo Numbers together, as 3, 4, 5, 6, Se which is likewiſe 
found in the W wy pi wong the Note of the Baſs at its 
E, D, 


Octave, thus: 75 85 fy likewiſe of the Second, +, 2. This 
being the Caſe, the uppermoſt Note, or the higheſt Number, 


muſt be placed at the fundamental Baſs, and it will be found 
that the lowermgſt Note, or the leaſt Number, always makes the 


Seventh to che other, by thus reducing derivative Chords to 


their original fundamental - Chords W as we have enu- 
werated at Page 27. 80 that, if the Norte g ſhould be found 
in the Baſs after the Red aftion, it is certain. that the Note 2 will 
follow it; and if you ſhould not meet with it in the Baſs; 

will certainly find” one of thoſe that compoſe its perfect Ehord, 
or that of the Seventh, ſuppoſing that you was in another Key: 
fo likewiſe, if the Note D ſhould be found in the fundamental 
Baſs, the Note S, or its Derivatives, will follow; ſo of the 
others; obſervin that, after a: Chord of the Seventh, the funda- | 
mental Baſs mak always deſcend a Fifth. 

What we have ſaid of a Baſs already compoſed, muſt bo al ſo 
underſtood of the Manner of compoſing it; and if this rule 
fhould meet with ſome Exceptions, as ih the falſe and irregular 
Cadences, c. one m al. not as yet think of it. 

Before we give an Example of what we have already menti- 
oned, it muſt be K uh the Chord of the Notes, which, 
m a natural Progreftion, eads to thoſe that ought to carry a 
perfet᷑t Ohord, is ta be ſuited to the Note that follows it, and 
not to that which precedes it; and that this. Pragreſſion is gene- 
rally made from the Key-note to its Fifth, or vice verſa, from 
the: Fifth to the Key-note, by ſuppaſing the Fitth to be a. Key- 
note, as we have before mentioned; ſo that an a.diatonic Pro- 

greſſion, by knowing the Chords that lead yon t0.0ge.of thoſe 

Jotes, you will certainly know thoſe that lead to the orher; 
from hence we give for a general Rule. 

1. That all Notes that precede by aicending a whoje Tone, 
or a Semitone, that Note * which the. perfact Chord is taken, 


are: to carry the Cbord of = © 2:17, the great Maths, or the, Shop | 
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Obferve that the Difference of theſe two Chords is only in the 
Bafs ; for, whether you aſcend à whole Tone, or à Semitone; 
upon à Note that bears common Chords, the Chord of the upper 
ws will always be the ſame; the — being at Liberty 
to cauſe his Bafs to proceed by a whole Tone, or à Semitone, 
even though he ſhonld be in a Key wherein the Semitone did 
net properly belong, by reaſon that as the Fifth, or Govern- 
ing - note, 2 taken for a Key- note, we may introduce all 

| naturally precede a' Key-note, by adding (as the 
Example ſliews) 4 Sharp to the fourth Note, which in that Cafe 
is changed, and. becomes a Leading-note,- or ſharp Seventh; and 


it is by this: Progreſſion of a whole Tone, or a Setnitone, aſ- 


cending upon a perfect Chord, that a Governing-note may be 
diſtinguiſhed. from a Key-note, the Baſs aſcending a whole Tone 
upon a Governing-note, and a Semitone upon a Key- note; and 


though, by this Progreſſion of a Semitone, the Attributes of a 


Key-note are given to a Governing- note, yet we may afterwards 

continue in the original Key, notwithſtanding that ſame Go- 

verning-note appeared as a Key-note for after a perfect Chord, 

we 2 into any other Key. - „„ 
2. All Notes chat precede in deſcending thoſe that carry 

2 or perfect Chords, are to carry the Chord of che ſmall 
Ixth. | Rs 5 
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The Guides ſhew that the Baſs may aſcend upon the Third 
to each of thoſe Notes that carry common Chords, without al- 
tering the upper Parts, and of Courſe, thoſe Thirds will then 
carry the Chord of the Sixth. | 
Me cannot well in this Place perceive the Difference between 
a ſecond Note and a Sixth, and from a Key-note and its Fifth, 
by reaſon that the perſeQ Chord, which the Fifth, or Governing- 
note, carries, requires to be preceded alike, which doth not give 
us Room to diſtinguiſh them in a ſharp Key; for in a flat Key, 
the fixth Note, which falls upon the F ifeh, is but a Semitone 
higher, whereas the ſecond Note is always a whole Tone above 
the Key-note j . moreover, the Governing- note, or Fifth, always 
hath its ſharp Third, whereas the Key- note hath only a flat 
Third in a flar Key; but, if a Governing-Note cannot be diſ- 
tinguiſhed in a {harp Key, let it not puzzle you, becauſe in that 
Caſe you may ule it as a Key-note, by ſuiting to its Key. the 
Chords of the Notes which - precede it; and by what follows, it 
may be eaſily known, whether it be truly a Governing-note, 


* 


or a Key- note. 


EXAMPLE. 
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The Progreſſion of the firſt Note to the Note at {4) doth not 
give any Room to diſcover whether the Note at ( be a —_ 
note, or a Governing=note; Which is of no Signification, by 
reaſon that the Chords affigned to either of tholte Progreffions 
are the ſame; but it is obvious that the Progreſſion from A to 
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B) leads to a Key-note, therefore A is the Governing- note. 


If the Progreſſion from (B) to C leaves us doubtful, the Note 
at (D) ſhews that the Note at /C) is the Governing- note; in 
like Manner, that at (#) ſhews that ſame Governing- note at 
{G,) becauſe, in all Keys, the Note immediately below the Key- 
note is but a Semitone; whereas there is a whole Tone between 
a Governing- note and that which is immediately below it. 

If in a fat ts deſcending from the Key- note to its Fifth, 
or at leaſt to its 
note is a whole Tone, the flat Third to the Note diſtinguiſhes 
it, becauſe the Governing-note, or Fifth, muſt always have its 

| ſharp Third, RS ix | | 

3. All Notes that are a Third above, or below the Key-note, 
or the Governing-note, muſt carry the Chord of the Sixth, 
when the Progreſſion of the Bals leads to one of thoſe two 
Notes, | e R bi 
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The Progreffion of the Baſs which leads to the Notes at 


B/) D (G) and {L), where the perfect Chord is taken, obliges 
us to * the Chord of the Sixth to the Notes at CA (C) F 

4. The Third, repreſenting the Key- note, by reaſon that the 
Chord of the Sixth upon the Third 1s the ſame as the common 
or perfect Chord upon the Kev-note; we muſt give the Chord 
of the Tritonus to the fourth Note deſcending upon the Third, 
though one may give it alſo the Chord of the great Sixth: but 
we ſhall ſpeak of it elſewhere, | 
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ixth, the Note immediately below the Key- 
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OM the fourth Note defornding upon the Thir at 4B), 


EA five laf Examples, we. can dra. very uſthul- Znfer 
obſerving, different Diſpoſition of the Sounds of 
| Fhich 4 4 Mae fo ord is compoſed, according to the dif- 
ferent Progrellion of the Baſs; for if the Fourth bears the 
Chord of 'the great Sixth Aſcending, upon tha Governing-note, 
li or Fifth; if it earry the Chord of the Tritonus deſcending 
{ on the Third; if the Leadi note, or ſharp Seventh, bears 
j fie Chard af + e flat or falſe ; "9s Si the Second and the 
Sixth carry the Chord of the Trait 8 xth deſcending upon the 
{Þ Key, or. ET the Governing-note, or Fifth, it is viſible that 
t theſe different Chords are but one and the ſame Chord, and de- 
| rived from that of the Seventh upon the Notes which in that 
j Cafe govern thoſe that follow; Which will be more clearly. WT 
i plained, by placing a fundamental Baſs under a general Exampl 
| | of all we have hitherto ſaid; wherein it will be obſerved, t 
| the 8 or ſharp Seventh, is ſuch but in ds Wag bo 
the Key-note : : for, if it deſcends, then it becomes but a Third 
to the Fifth, or Governing-note of the Key; though this laſt 
Note may in that Caſe be looked upon as a Key-note, in order 
that we may not be miſtaken, | . 
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ht 


| General Example of the Octave aſcending and deſcending, 


As the fundamental Bafs is placed under the other Parts, only 
28 a Proof that all their Harmony is included and comprehended 


in the perfect Chord and that of the Seventh, one muſt not ex- 
amine, if the Rules are ftriaty obſerved between the Parts and 
the fundamental Baſs; but only whether there be found any 
other Chords than thoſe that are figured over each Baſs ; for the 
Sequence of the Sounds are to be examined but with the con- 
tinued Baſs, fince the Queſtion at preſent is of a diatonic Pro- 


Po 


greſſien given to the Baſs. 


r. After having obſerved in the continued Bafs the ſame Suc- 


ceſſion, or Sequenee of Ohards, from J to L, and from B to M. 
aſcending to the Governing-nete, or to the Key-note, as from 
N to M and O to , deſcending to the Fifth, or to the Key- 
note, it may be thereby inferred that the Whole is relative to 
each of thoſe two Notes which are the only Notes that can na- 
turally bear the perfe& Chord in any Key whatever, remem- 
bering that thoſe Notes, which are a Third above, are deemed 
Thirds, when the Baſs deſcends from thefe to the Firſt, though 
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the Third to the Key- note will always be ſuch, whatever Road 
it takes; and that a perfect Chord cannot be preceded by a Diſ- 
cord, but by that which governs it; thus it appears that tlie 
Chords of the ſmall and great Sixth, «of the falſe or flat Fifth, 
and Tritonus, are no other but that of the Seventh to the Notes, 
in the fundamental Baſs, which naturally govern thoſe that 
follow. The ſmall Sixth to the ſecond Note, the flat or falſe 
Fifth to the Leading- note, or ſharp Seventh, and the Tritonus 
to the Fourth, derive from the Chord of the Seventh upon the 
Governing- note of the Key D, after which immediately follows 
the Key- note; the great Sixth to the fourth Note, and the 
ſmall Sixth to the fixth Note, alſo derive from the Chord of the 
Seventh to the ſecond Note at A and C, which governs in that 
Caſe the Fifth, or Governing- note of the Key, and which ſaid 
Fifth immediately follows; and the Chord of the Sixth is given 
to the Third, the Sixth, and the Leading- note, or ſharp Se- 
venth, only becauſe that thoſe Notes are a Third above or be- 
low the Key- note, or the Fifth, ta which the Progreſſion of the 
Baſs leads us immediately afterwards... 
2. It would be imagined, that the fixth Note at /B) ought to 
carry the Chord of the ſmall Sixth, agreeable to that of the 
Seventh, which is figured over the Note at CB) in the funda- 
mental Baſs ; but we leave out one of the Sounds that make the 
Ditcord for divers Reaſons; firſt, becauſe it is indifferent; ſe- 
condly, becauſe, the next following Note in the Baſs being the 
Leader, or ſharp Seventh, and as ſuch creating a Diſcord Major 
(as we ſhall hereafter explain) and as Diſcords ought not to be 
doubled, we could not for that Reaſon, and in this Caſe, give 
the Chord of the {mall Sixth to the ſixth Note, without caufing 
the Third to that Sixth to deſcend upon the Diſcord Major 
and the laſt Reaſon is, that our.Rule for taking the Chord of 
the. Sixth, upon all ſuch Notes that - precede thoſe that are a 
2008 above or below thaſe on whicn the perfect Chord is taken, 
ubſiſts. Fa 7H, | C 
3. If the fourth Note R had nat been placed in the continued 
Bais, and the ſecond Note A or C, or the Sixth T, had been 
taken in its Stead, immediately preceding the Governing- note 
L or X, we ſhould then have been obliged to ſharpen the 
Fourth, as we have done it at S, by reaſon that the Note on 
which the Common or perfect Chord is taken, chuſes to be 
preceded by its ſharp Seventh, or Leading-note, excepting in 
flat Keys, wherein the Sixth never deſcends but a Semitone upon 
the Fifch; and the ſharp Seventh in that Caſe cannot then be 
heard, whatever Note in the Baſs precedes that Fifth; for, if 
it was nreceded by the ſharp Seventh, it would then be deemed 
the Ney- note; and the trug Key we then intended ta.compole, 
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zn could not be diſcovered but by the Notes that followed that 
Fifth; which is very plainly ſeen. by our Example, where the 
Governing-note may be taken for a Key-note, 'it not-appearing 
whether it be a Governing-note, or a Key- note, but by the 
Note that follows it; conſequently che Chord of the Tritonus 
derives from that of the Seventh to that ſame Governing- note 
which is found to be under it in the fundamental Baſs at D. 
J. The diatonic Progreſſion of the continued Baſs alters that 
of the Parts at CT, ,) and at H;) which cannot be other- 
wiſe, either to avoid two Octaves, or two Fifths, following each 
other, or for replacing one Part in its natural Poſition, and 
above the Baſs, or in order that all the Sounds of the Chord 
may be heard. oy rei © ved V.. 
If the upper Parts are to follow a diatonic Progreſſion, it is 
only when the Baſs follows a Conſonant, and ice verſa; be- 
ſides, it is ſometimes proper to alter the diatonie Order of one 
Part, in order to diverſify the Melody; one could even alter 
the Order and Progreſſion of thoſe Parts that are above the 
Baſs, without committing any Fault, but that is not at preſent 
our Subject. | | „ Ir 3-7-1 
5: There happen to be in our Example ſeveral Sevenths, 
withqut being prepared, which ſeems to contradi& our firſt 
Rule; but of this we ſhall treat hereafter, and ſhall now keep 
only to the Progreſſion fixed to the Chords, according to the 
Order of this Octaye; and we ſhall alſo hereafter ſhew, that, 
after a conſonant Chord, we are at Liberty to remove any 
where, provided we at the faine Time obſerve the Rules of 
Modulation. e C | 
If it be permitted to make the fundamental Baſs to aſcend 
a whole Note, or a Semitone, the Progreſſion of a Third, and 
of a Fourth, is thereby always underſtood, as appears between 
the Notes at (Z,) (A, and (A,] where the Note (/ is added; 
the Seventh to that Note being prepared by the Fifth (Z,) anc 
the Third preparing the Seventh to the Note (A,) which doth 
not alter the Foundation of the Chords. 
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CHAP. XII. 
. 07 ſome other Rules taken from the laſt Example. 5 
FAKE Notice, that. when a Note in. the Baſs ought 'to 
| carry the Chord of the Seventh, you may always leave 


out that Note which makes the Seventh, unleſs it was found 
1 1 | | prepared 


5 Ie 2 — — — — ao 
r rr 3 3 2 
2 . = : n — "a... - LE 


— — — — 
C ˙— errr—ny——— 5, 


11 
5 1 . 
. 
My 
1 
1 
5 
4; 
<K 
-7F 
5 
| 
. 
15 
$7 
, 
15 
1 
iy - 
4 
14 
I! 
1 
5 
1 
Ss 
i: 
1 
1 
11 
13 
. 
. 
1 
1 
4 
17 
4 


Þ 
1 
El 
| 
I 
Ws 
K 
= 
bf 


— ASI a nee 
* a 


_ ä — 


— a 
2 


92 


bo SES 3 — 8 * S FRIES 


Cr 2 
—- * 


tv A 


| | Principles of Compoſition. 


prepared by a Concord in the preceding Chord; though if that 
Concord was # Major, or a Shavp, as the Third and the Sixth 
may be, it will be better to make that Third, or Sixth, aſcend 
x Semitonse ;. but if the Note of the Baſs carries: only a Chord 
derived from the Seventh, you may ftrike out of that Chord 
one of the two Sounds that makes the Diſeord; thoſe, two 
Sounds being eafily diſcovered, by reaſon that they are always 
Joined together, according to what we have faid in Chap, XI. 
The ſame Note in the Baſs _— repeated, by giving it 
the ſame Chord, or by giving it different Chords, as we increafe 
- You may ſkip from one Note tv another, whete the Chord 
differs but in the Name, by going from the Chord of tlie 
Seventh te that of te flat or falſe Fifth, upon the. Third to 
that Note, on which the Seventh hath been taken; and, upon 
+ the Fifth to it, ene may give it the Chord of the ſmall Sixth, 
and in like Manner one 3 the Chotd of the Fritonus to 
that which makes the Seventh'; becauſs all theſe Chords are, in 
the Main, but one and the ſame Chord; ſo of the Others in the 
like Caſe; ſee the following Example. e HG, e 


err eee Re * 
D LO IT oo TO OP RS en — — — 


8 
I 
; 
4 
N 
| 


Ss By WG 6 F 
dem. i Sg dent. Idem. 5 N 


Thoſe Notes, that are a Third above the Note which imme - 
Uiately afterwards bears common Chords, ought, generally ſpeak- 
ings to bear a Chord derived from that which follows; ſee at 
8 ,) where it is ſeen that the Chord of Sixth derives from the 
erfe& that follows it; and at (B,) where the Chord of tlie 
great Sixth, or the falſe Fifth, derives from that of the Seventh, 

which follows it. 3 | | 
When the Notes in the Baſs alter their Poſition, and the fun- 
dannen Chord fubſiſts; all the other Parts may remain as they 
were, without altering them, as to what concerns conſonant 
Chords, or Concords; but, as tb Diſeords, it ought to be con 
trived, that all the four er 'Sourids of which they are 
compoſed, be heard woerhier, which may be dene by adding the 
3 1 wh ave 
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Octave of the Note you. quit (D;) if it had not a Place in the 
Chord, to that ſame Note in the fundamental Bais, or by leaving 
out the Octave to the Note ( in order to place in its Stead 


the Octave of the Note you quit (C.)) 
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E call a perfe& Cadence, all Concluſions made upon a 
VV Key- note, preceded by its Fifth, or Governing- note; 
and this Key-note muſt always be heard upon the firſt Part, or 
Diviſion of the Meaſure, or Bar, in order that the Concluſion 
may be the better diſcerned; and in that Caſe its Governing- note 
vrhich precedes it, ought to carry the Chord of the Seventh, or the 

Perfect, becauſe the Seventh may be therein underſtood; ſee the 
following Example, EC, 


It is by the Means 
of this perfect Ca- 
dence that we can 
Jodge what Notes of 
a Baſs are to bear 
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Minor Diſcord, . | A 
e perfect Chords; be- 
Pow „ cauſe, wherever we 


Lesding note, or ba ELIT feel the Melody to 
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Key- reſt, it is certain that 
note, inthat Place theper-- 
> os 3s fect Chord muſt be 
= 1, Com „„ | OE d; and this Reſt 

Continued Baſs, + ES heard; el 


ſharp Seventh, = 
( Major Diſcord, | <<: ere 


doth not only make 
itſelf felt in the moſt 
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vided we do not go out of the Key, it is but upon the 13 7 
the 


note and its Fifth, that the Melody may reſt, which fixes 


Object in ſuch a Manner, that whatever Progreſſion is given to a 


continued Baſs, we may feel and know, at the ſame Time, thoſe 
Notes on which the Melody may reſt, and the Chords that are 
to precede it, according to the different Progreſſions of that Baſs, 


as it is marked in each Part; for whatever Part is choſen for 
Baſs, the other Parts will always accompany it in the like Caſe. 
In order to give a better and clearer Idea of it, we ſhall ſhew the 
Power of the Leading-note, or ſharp Seventh, in this Caſe; how 
by its Means we diſtinguiſh the Diſcords, and the Obligation it 
lays us under in the Order and Diſtribution of the Chords. 


8 2 WY 
_w — 


HAP. XIV. 


Of the Leading note, er ſharp Seventh, and of the Manner 
= Ff reſolving all Diſcords. I 


KS ſoon as the Leading-note appears in a Chord diſſonant, 

it is certain that it determines a Concluſion of Melody, 
and therefore it muſt be followed by the perfect Chord upon the 
Key-note, or its Derivatives; whereas, if the Leading-note, or 
ſharp Seventh, doth not appear in a Chord diſſonant, the Con- 
cluſion is not determined, and this diſſonant Chord muſt be fol- 
lowed by another, and fo on ſucceſſively from one Chord to 
another, until the Leading-note, or ſharp Seventh, be heard, 
which then determines a C ncluſion, or at leaſt an Imitation of 
It, as when we fall upon the Third, inſtead of the rr 
The Examples we have given of the Seventh prove what we 
here advance, ſince, after the firſt Chord of the Seventh, there 


| 2 follows another, and ſo on until the Governing Note of 


the 


heard. | | 
Remember that, notwithſtanding the Rule we have juſt now 


given, the Common or perfe& Chord, to a Fifth, or Governing- 
note, may follow that of the great Sixth to a fourth Note, 
though the ſharp Seventh doth not take Place 1n this laſt Chord, 


which notwithſtanding is a Diſcord. 


To diftinguifh at preſent the Leading-note, or ſharp Seventh; 


ey, Where the Leading-note, or ſharp Seventh, is then 


0 a diſſonant Chord, there muſt abſolutely be found therein an 
n 


terval of a falſe Fifth, or of a Tritonus, either betwixt the 


5 Parts, or betwixt one Part and the Baſs; and thoſe Intervals 
muſt be made vp of the ſharp Third and of tlie Seventh to the 
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fundamental Note of a Chord of the Seventh, this Note being 
always the Governing- note of the Key, otherwiſe the Rule would 
be falſe ; ſo that, in the Key of C, the falſe Fifth, or tlie Tri- 
tonus, will be found to be betwixt the Notes B and F, accord- 
ing to their different Diſpoſition, the one making the ſharp Third, 
and the other the Seventh to G, which is the Govcrning-note 
of the Key. | 9171 SE 8th Fl 


M FE Mioes es 


Leading-note. i 
7 OW ee 
. ee, e, e eee, A eee 


FFritonus⸗ | FalſeFifth. : 


The ſame Thing will be found in the Example of the perfect 
Cadence; fo that, whatever Part of this Cadence is choſen for 
Baſs, the other Parts being to accompany it, one of theſe two 
Intervals will always be found ; becauſe their Difference ariſes 
only from the different Diſpoſition or Tranſpoſition of the two 
Notes that compoſe one or the other of thoſe Intervals, | 
The Guides M fhew the natural Progreſſion of thoſe Inter- 
vals, as it is marked in the perfe& Cadence, from whence a ſure 
and certain Rule is taken for the Progreſſion of Diſcords, which 
is called the Reſolution. 2 
As we have diſtinguiſhed the Third by Majbr and Minor, ſo 
likewiſe we diſtinguiſh all Diſcords by Major and Minor. 

All Major Diſcords are thoſe that ariſe from the Leading- 
note, or ſharp Seventh; and as this Note ought naturally o 
aſcend a Semitone to the Key- note (which is obvious by the 
preceding Examples) all Major Diſcords are to do the like, 

- In order to diſtinguiſh a Major Diſcord, you muſt know the 

Key you are in, and you will find that every Time that a Note 
which 1s but a Semitone below the Key-note, happens to be in 

a diſſonant Chord, that ſame Note will be the Major Diicord ; 

otherwiſe, by reducing a Chord to its Fundamental, you will 

find, that it will always be the ſharp Third to the Governing- 

note of the Key, bearing the Chord of the Seventh ; therefore 
the ſharp Third to the Governing-note of the Key, bearing a 

Chord of a Seventh, may be deemed a Major Diſcord, and con- 
ſequently the Leading-note, on which the falſe Fifth it taken 

the ſharp Sixth to the ſecond Note of the Key, and the Tritonus 
to the Fourth, are likewiſe Major Diſcords. 

All Minor Diſcords are thoſe which ariſe from that Note that 
makes the Seventh to the fundamental Baſs; and theſe Diſcords 

F 2 are 


— 
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are to be reſolved by deſcending diatonically ; ſuch, are the, Se- 
% / T8727 59, 

When you do not meet with the Major Diſcord in a diſſonant 
Chord, it is certain that the Minor Diſcord only takes Place; 
but this laſt always meets with the Major, which doth not alter 
their ined re tenen 8 

Thus 4 4% Mar one may at once be inſtructed in the various 
Ways of reſolving Diſcords, which doth not conſiſt in their dif- 
ferent Progreſſion, but only in that of the Baſs, where it is per- 
mitted to paſs to cach.bf the Notes of the Chard that is to be 
naturally heard ; which may be always known by reducing it to 
its Fundamental, ET No Ht 


7— ** 2 


o 
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f ile Eleventh, otherwiſe. called the Fourth. 


HE perfect Cadence is generally preceded by a diſſonant 

J Chord, hitherto called the Fourth, but which ought rather 
to be called the Eleventh; this Chord, on this Occaſion, differs 
trom the Perfect, only by taking the Fourth inſtead of the 
Third, and therefore is never uſed but upon ſuch Notes as ought 
naturally to bear the perfect Chord, or that of the Seventh, one 
of which;twq Chords always follows it upon the ſame Note that 
the Fourth was taken; the Diſcord which the Fourth creates 
being by this means reſolved by deſcending diatonically upon the 
Third, and therefore muſt be reckoned and admitted among the 
Minor Diſcords; we ſhall more, fully explain it, when we ſhall 
{ſpeak of Diſcords by Suppoſition. Here follows only an Ex- 
8 of all the different Ways of preparing it, and of its Re- 
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E X M #;4..& 
| 3/54 8 | 
The Eleventh, f 72. ROTH, worms 7 S. = 
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| by the 3. by the 4. So L 5. 4. 3. 


The Eleventh, which. to follow the Cuſtom we gory by a 
4, is prepared (as appears by the Example) by all the Concords, 
and even by the falſe Fifth, and by the Seventh; which may be 
obſerved at all thoſe two. Notes bound hy a-Semicircle Y, and 
is always prepared at the ſecond or laſt Part of the Bar, and 
heard upon the firſt Part of the next ſucceeding Bar. 

One muſt ſtick cloſely to the Key of C, in order to know all 
theſe different Preparations,, which. proceed from the different 
Progreſſions of the Bals, by reaſon that it is the ſame Thing in 
all other Keys; this was not ſtrictly the proper Place to ſpeak 
of this Diſcord, but as the perfect Cadence is: ſeldom. uſed with - 

out its being preceded by it, and even ſeveral Authors not having 
ſeparated it from that Cadence, we thought it not improper to 
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follow them on this Occaſion. 
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CHAP XV. - 
O the irregular Cadence. 


HE irregular Cadence is uſed vpon the Governing-note, 
or Fifth, preceded by its Key- note; whereas the perfect 
Cadence is uſed upon the Key-note, preceded by its Fifth; and 
this laſt Cadence is by deſcending a Fifth, and the other 1s by 


upon the Key- note, preceded by its Fourth, fince to deſcend a 
Fourth, or to aſcend a Fifth, is the ſame Thing; the two Notes 
which terminate this Cadence are naturally to carry the perfect 
Chord, but, by adding the Sixth thereto, the Concluſion is there- 


ble Qonnexion of Harmony and Melody. 


m.. - 


This Sixth, added to the perfe& Chord, makes the Chord of the 


great Sixth, which the Fourth naturally carries, when it immedi- 
ately precedes the Governing- note of the Key; ſo that by paſſing 


Fourth ought to carry aſcending to the Fifth, and which the Key- 
note ought naturally to carry, this creates an irregular Cadence, 
in like Manner as by paſfing from the Key- note to its Fifth, by 
adding a Sixth to the perfect Chord of the Key-note, 
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( An irregular Cadence from the Key- note tu its Fifth. 
(5) An irregular Cadence from the Fourth to the Key-note. 


We find, in this Example, a Diſcord between the Fifth and the 


Sixth, which Diſcord proceeds by the Addition of the Sixth; and, 


as this Sixth cannot deſcend upon the Fifth, it muſt of Courſe aſ- 
cend upon the Third; fee the Example where that Progreſſion is 
marked by a Stroke /. , | 


This Sixth, added to the perfect Chord, gives us, in an inverted 
Manner, an gaſy Way of making four or five Parts to ſeveral Notes 


ſollowing 


aſcending a Fifth, in ſuch a Manner, that this laſt may be made 


by more ſenſibly felt, and beſides we may thereby draw an agreea- 


from the Fourth to. the Key-note, by the ſame Chords that this 


1. 
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following the Baſs, with which ode of the Parts always proceeds 
by a Sixth, without committing any Fault againſt the Rules, which 


is proved by the fundamental Baſs, 
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Fundamental Baſs. 
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A, B, irregular Cadences where the Sixth is added to the e chord | 


of the Note 4. 


Theſe fix Parts might be heard 3 excepting where the 
fundamental Baſs aſcends a Second to the Note that bears a 


Seventh, 


48 Principles of Compoſition, 0 


Seventh, at which Place one of the Parts that makes two Fifths, 


together with that Baſs, ought to be altered: Obſerve thoſe two 


Parts that proceed always by Sixes, as well aſcending as de- 


ſcending, which with -the Sixth, added- to the perfe& Chord, 
procures an eaſy Manner of making three other Parts, notwith- 
2 that this Progreſſion be compoſed but of three different 
Z „ F 
You will find at C the perfect Chord to the Key- note, which 
cauſes that of the Sixth upon its Third; and at D, that of Six 
and Four upon its Governing- note, or Fifth. At F you will 
find the Chord of the Seventh to the Governing- note of the Key, 
which cauſes chat of the ſmall Sixth to the ſecond Note; and at 
O, that of the Tritonus to the fourth Note. And laftly, at H, 


you will find the perfect Chord upon the Fourth, to which the 


Sixth is added, which creates that of the ſmall Sixth to the ſixth 
Note L; but, as this ſame Chord is not always affected to an 
irregular Cadence, it then proceeds from that of the Seventh 
* the ſecond Note 7, where it follows its natural Progreſ- 
Before we had a Knowledge of theſe ſmall and great Sixes, it 
was almoſt impoſſible to add two Parts with theſe Sixes; where. 
as we can eafily add three Parts, and even the fundamental 
Baſs may be added to it, which proceeds from an inverted Har- 
mony, and by making the Harmony always ſuitable to one of 
the two Cadentes we have ſpoken of, or to the natural Pro- 
17 of the fundamental Baſs, which will be found in oy. 
rſt Examples; for, if the Progreſſion of the Baſs is not'limitec 
after a conſonant Chord, yet the Chord that ought to be heard 
after it is limited, according to the Progreffibn of that Baſs ; 


=_ 


and, ſuppoſing that one could not.cafily feduee à certain Pro- 


8 the Baſs to its Fundamental, 1 only to ob- 

rve the Place occupied by the Notes o 85 Key you are in, 
and the Key of C being only at preſent in Queſtion, and know- 
ing that ſuch and ſuch Notes ought to bear ſuch and ſuch 
Chords, according, fo their different progres vou cafi never 
fail by giving to thoſe Notes the Chord that belongs to them in 
the like Caſe ; and, Experience incr 018 


Eaperienes inert by Praise, you wi 
become Maſter of the Choice of two di crefit Chords, trat mMa) „ 
be heard upon one and the ſame Note ; as may be obſerved in 
the laſt Example, where the Tritonus may be heard upon the 
fourth Note, inficatd of the great Sixth, or this laſt inſtead of 
the other, and even one after the other, by placing the great 
Sixth the firſt, all which may be praiſed when the fourth 


Note falls upon the Third, or the Key-note, haying . 
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the Bars where that happens by Strokes - over or under 


the Parts as thus, HC; GC; HG. 
2 


— — 


When the Progreſſion of the Baſs is like vfito the Fundamen- 
tal, you muſt give to each Note of that Progreſſion fundamental 
Chords, excepting when you go from the ſixth Note to the 
Third, in which Caſe the Harmony inverted from the irregular 
Cadence is extremely proper, | 
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We give the Chord of the Seventh to the ſecond Note 4, be- 
cauſe the Progreſſion from A to Bis fundamental. | 
We give the Chord of the Seventh to B, becauſe the Seventh 


is ſound to be prepared by the flat Third to the Note 4; ſo 


that it is better to keep on that flat Third, than to make it aſ- 
cend upon the Octave, which is abſolutely forbidden, excepting 
that it be found to be doubled in a Compoſition of more than 
three Parts, in which Caſe we may make it to aſcend, whilſt the 


Rule holds in the other Parts that keep on. The ſharp Third 


being heard at B, we cannot avoid making it aſcend upon the 
Key-note, on which the perfect Chord is to be heard; but 
as this Key-note doth not appear in the Baſs, and there 
being but its Governing-note, or Fifth in its Stead, we are 
obliged to repreſent the Key-note, by giving to that Fifth of C, 


the Chord, of Six and Four. We could have given the Chord 
of the great Sixth, as well as that of the Tritonus to the Fourth 
Note D, which deſcends upon the Third. 6 


We cannot help giving the Chord of the Sixth to the Third 
F, by reaſon that the Diſcord to the preceding Note cannot be 


| reſolved but by that Chord, though the Progreſſion of that 


Third to the ftxth Note GC be fundamental; the Diſcord, which, 


in this Caſe, abſolutely requires to be reſolved, being our prin- 
Cipal object. | 
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. 1 " ani, 8 . a 
Between the Notes H, J, you will find an irregular Cadence 
inverted; ſee the fundamental Baſs underneath it. 
The Note L muſt carry the Chord of the great Sixth, which 
is the fame as that of the Seventh, which the Note at M bears, 


and which is found to be a Third below, according to what we 


have before ſaid at Chap. XII. - | | 

The Note V bears the Chord of the Seventh for the like Rea- 
ſon as the Note A. : | | 

The Eleventh prepared by MV, N, this Eleventh preparing the 
perfect Cadence that follows, Shs 
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CHAP XVII. 


Of the different Progreſſions of a Baſs which bear a Relation 
to each other, wherein the Harmony doth not alter in the 
upper Parts. | — 


\ S the Key-note, its Third, and its Fifth may each carry 
A a Chord compofed of the fame Sounds, wherever the na- 
tural Progreſſion of a Baſs leads to the principal Note, which is 
the Key-note, we may place in its Stead one of the two other 
Sounds; ſo likewiſe if the Progreſſion leads to the Third, we 
may place the Key-nate in its Stead ; for the ſame Reaſon we 
may place, in Lieu of the Fifth, its Third, its Fifth, and its 
Seventh, when it carries the Chord of the Seventh, or its Third 
and Fifth, when it carries the perfect Chord; ſee the following 


Example. 
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| Fall upon | Or upon Or upon Upon the | Or upon | Upon the | 
the Key- | its Third. | theFitth. Wd its Third. | Third. | 
note. 1 | 
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Key-note. | 


up 
1 


| | upon the] 


The four laſt Falls and the Four following are not proper to 
the Governing- note or Fifth, becauſe they would, in that Caſe, 
paſs for a Key-note. 
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preceded by fourth ſharp ſecond 


its Fifth 4. J Note B. | SeventhC. | Note D. 


Although in the above Examples we have begun by the Key - 
note, we might have equally begun by the Third or by the Fifth; 
ſee the Guide . 

We do not pretend to ſpeak of the Beginning of a Piece, 
which is the proper Place for the TN though one may 
treſpaſs upon this Rule in reſpe& to Fuges, but we are not yet 
eome to them. | 

When the ſecond Note immediately Jum the Governing- 
note, or Fifth, in that Caſe the Second governs that Fifth, and 
muſt carry the Chord of the Seventh; ſo that its Third and its 
Fifth may be placed in its Stead, and but ſparingly the Seventh, 
becauſe it is but the Key-note that can appear as ſuch in this 
Caſe with the perfe& Chord, Oe, 
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F. H. 
The Fifth af Or by the 
the Key, pre- ſixth Note 
ceded by the H, which 


ſecond Note, | is the Fifth 
which in that | the Third | to the ſe- 
Caſe isitsGo- | to the ſe- | condNote 
verning- note] cond Note F. | 


: F. 


Vou may place all theſe Notes in the Room of each other, 


rovided the Suit of the Harmony be not changed, to know 


which, you muſt reduce it to its Fundamental; ſee the following 
Example. 
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The Leading- | The fame | The fixth Note 77 in 
note or ſharp | Thing in a] Lieu of the Second, 
Seventh E, different Pro- | when this laſt governs 


which, after the | greſſion. the Fifth of the Key, 
fourth Note, is that Fiſth being alſo re 
1 in Lieu of the preſented by its ſharp 
| Fifth, | Third, which is the 
Leading-note, or ſharp 

| vin G. 


The Chord of Six and Four is oftentimes more proper to the 
Fifth, than the Perfect, in a diatonick Progreſſion, and eſpecially 
when it happens on the unaccented Part of the Bar. 

Theſe düsen Progreſſions of a Baſs, together with thoſe we 
have hitherto mentioned, include all the Progreſſions of a Baſs 
that can be practiſed in the moſt natural Harmony; for, as to 
ſome other Diſcords that we have not as yet taken Notice of, 
their Progreſſions are ſo limited that there can be no Difficulty 
in knowing the Uſe of them, as ſoon as what we have hitherto 


mentioned be thoroughly underſtood. 


— — 


CHAP. XVIII 
Of tie Manner of preparing all Diſcords. 


HEN we explained the Manner of preparing and reſolv- 
ing the Seventh, we intended at the ſame Time to ex- 
tend it to all Diſcords, ſince they all proceed therefrom, 

It is true that as we have ditinguiſhed them into Major and 
Minor, it is but the minor Diſcords that are to follow intirely 
the Rule of the Seventh; for the major Diſcords are derived 
from the Leading-note, or ſharp Seventh, which nevertheleſs 

makes a Part of the Chord of the Seventh. Now, it the Lead- 


ing- note is not to be prepared, we muſt from thence — 
| at 
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that all major Diſeords do not require it; but, if the Seventh is 
to be prepared by any one of the Conſonants, ſa muſt all minor 
Diſcorts be ; and, provided we do not go out of the Key, we 
may eaſily cauſe a Diſcord to be heard, by repeating one of the 
conſonant Notes in the preceding Chord; the like may be done 
by removing from one Key into another, when you are ac- 
quainted with the Manner of doing it fo as to create an agree- 


able Continuance of Harmony. We have already mentioned, 


vs ; 1 F | 
that one Note may ſerve in different Difcords following, when 


the Chords wherein it is uſed are in the Main but one. and the 


ſame Chord, and that the Eleventh might be prepared by the 


Seventh or by the falſe Fifth, although they be Diſcords; it 


mult therefore be eafily comprehended, that the ſame Note that 
made the Diſcord, may cauſe another in a Chord which in ſome 
Shape will appear to be different, provided that, in this Caſe, 
you do not go out of the Key. | | 

When we mention that the Seventh could not be prepared 
but by the Third, the Fifth, and the Octave, it muſt be under- 


ſtoad only when the fundamental Baſs follows its moſt natural 


Progreſſion, which is to deſcend a Third, a Fifth, or a Seventh; 
taking Notice, that to aſcend a Second, or deſcend a Seventh, 
is the ſame Thing; fo of the other Intervals that bear a like 
Relation ; and that from thoſe Intervals that bear a like Rela- 
tion, the Leaſt ought to be generally choſen for the Progreſſion 


of the Baſs, as being more proper and better to aſcend a Se- 


cond, than to deſcend a Seventh, c. But, if you keep to the 


inverted Chords (as you may introduce in the Baſſes any of the 


Notes of a fundamental Cho:d, upon which the ſaid Chord 
changes its Name, by Means of the different Intervals that the 
Sounds of which it is compoſed will make, in reſpect to the 
Note of the Baſs) you will then find, that, inſtead of the Third 


or the Fifth, the Sixth or the Fourth will prepare the Seventh; 


in the like Caſe you will find, that the Third, the Fourth, the 
Fifth, the Sixth, and even the Octave will prepare a falſe Fifth, 
by reaſon that the Chord of the Seventh is repreſented by, and 


| Included in. the Chord of the falſe Fifth, as well as in all other 
diffonant Chords; ſo that, by whatever conſonant Note a Diſ- 


cord is prepared, you can never be miſtaken, provided you en- 
deayour to avoid what is not natural ; For Example, if in the 
Baſs, inftead of the Key-note, I had a Mind to place its Third, 
or its Fifth, each bearing a Chord derived from the Perfect to 


that Key- note; and that I would cauſe a Seventh to be heard, 


prepared by the Otave, by the Fifth, or by the Third to the 
Key-note; that Octave will then become a Sixth to the 
Third, and a Fourth to the Pifch; ſo of the Fifth and of the 

| | 5 ird, 


TT 
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Third, by obſerving the ſame Proportion. And, by this Rela- 


tion, our firſt Rule, as to Sevenths, is general for all minor 


Diſcords; likewiſe if, after a perfect Chord upon the Key-note, 


its Third, or its Fifth, inſtead of cauſing a Seventh to be heard 


(which any one of the conſonant Notes of that perfect Chord 
may prepare) I had a Mind to hear a falſe Fifth, a Tritonus, 
a great or ſmall Sixth, Sc. that would proceed by my having 
placed in the Baſs one of the Notes belonging to the Chord of 
the Seventh, in Lieu of the fundamental Note. | 
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1. A, the Seventh prepared by the Octave, according to: the 
fundamental Harmony. D, the Third upon which the Octave 
to the fundamental Baſs becomes a Sixth. F, the Governing- 


note upon which the Octave to the fundamental Baſs becomes a 


Fourth ; by this Means the Seventh is found to be prepared by 
the Octave, the Sixth, and the Fourth. 

G, in the Chord of the great Sixth, the Fifth which repre- 
ſents the Seventh, is prepared by the Octave; and the Guides 
that are upon the Third and the Fifth ſnew, that the ſame Fifth 
may be equally prepared by the Sixth, and by the Fourth of 
thoſe two Notes; ſo of the other Places where there are 
Guides. | N „ | 

H, in the Chord of the ſmall Sixth, the Third which repre- 
ſents the Seventh, is prepared by the Octave, by the Sixth, and 
by the Fourth. : 3 | 
VF, the Second, which is prepared in the Baſs, is preceded by 
its Third in the upper Part. = | 5 

2. B, the Seventh prepared by the Fifth, according to the 
fundamental Harmony. „ | | 

Z, In the Chord of the great Sixth, the Fifth which repre- 
ſents the Seventh, is prepared by the Fifth, by the Third, and 
by the Octave, © | | 

A, in the Chord of the ſmall Sixth, the Third which repre- 
ſents the Seventh, is prepared by the Fifth, by the Third, and 
by the Octave. : 5 3 | | 

N, The Second prepared by the Octave, or by the Fourth 
marked by a Guide, | 

3. C, the Seventh prepared by the Third according to the 
fundamental Harmony. — 5 

O, In the Chord of the great Sixth, the Fifth is prepared 
1 Third to the fundamental Note to which the Seventh is 

ed. | | 
P, that ſame Fifth prepared by the Fourth to the Note that 
makes the Seventh to the fundamental Baſs, which Note muſt 
bear the Chord of the Second. . = 
Q, the Second prepared in the ſame Manner as at . 

R, that ſame Fifth prepared by the Sixth to the Note which 
governs that in the fundamental Baſs, Obſerve in this Place, 
that all Notes that govern another may be repreſented, T7 bear- 
ing a Chord inverted from the Perfect, or that of the Seventh 
which the other ſhould carry; and that this Chord inverted is 
that of Six, Four, or the {mall Sixth. 

S, that ſame Fifth, is here prepared by the Octave to the 
Note, which makes the Third to that in the fundamental 
Baſs. 5 | ; | 

7, In the Chord of the ſmall Sixth, the Third is prepared by 
the Third, by the Sixth, or by the Octave; and the Seventh 


* 


that 


that precedes is reſolved by the Sixth, to the ſame Note on 
which that ſame Seventh hath been heard. | | h 
We have not hitherto taken Notice of the Second, but, before 
we ſay any Thing concerning it, obſerve, that it ſhould be pre- 
pared but in the preceding Manner. : 


It hath been ſufficiently ſhewn, that all the ſeveral and differ- 
ent Ways of preparing Diſcords proceed from that of preparing 


the Seventh; and that the only Difficulty conſiſts, how to know, 
by the Baſs, the Notes that compoſe the Chord to that which is 
the Fundamental. In order thereto, yon miſt obſerve, that the 
firſt diſſonant Chord muſt be prece led by a conſonant Chord; 
and that this confonant Chord can be but the Perfect to the 
Key-note, its Fifth, or its Fourth; which perfect Chord may be 
repreſented by that of the Sixth, upon the Third of each of 
thoſe Notes, and by that of Six and Four upon the Governing- 
note of the Key on). — „„ 

In Compoſition of two or three Parts only, we often chuſe 


but the conſonant Notes in a diſſonant Chord, fo that, if we do 


not know the Key. we are in, and have not a particular Regard 
to the Progreſſion of the Baſs, ali our Rules will be uſe'eſs ; 


therefore you cannot too cloſely apply yourſelf to underſtand 
perfectly theſe Rules, which we have given in the Key of C, and 


"IL. 


are ſufficient. for all other Keys. 


As we ought not to begin a piece of mufic but by a conſonant | 


Chord, we cannot of Courle uſe a Diſcord, but after a conſonant 
Chord; but oftentimes, after a Diſcord. there follows another; 
for as we have already ſaid, that a conſonant Chord cannot ap- 
pear after a Diſcord, unleis the Leading- note, or ſharp Seventh, 
be uſed in this laſt Chord, otherwiſe you paſs on from one Dit- 
cord to another, as appears by our Rules of the Seventh; and 
as this is a little difficult to diſcover in Pieces of two or three 
Parts, becauſe that theie diſſonant Chords take in at leaſt two 
conſonant Notes, which are the Third and Fifth, and, in an in- 
verted Manner, the Sixth and Fourth, without mentioning the 
Octave that may be found therein; fo that one may often pats. 
from a diſſonant Chord to another, without knowing it: There 
fore you muſt endeavour to underſtand thei: firſt Principles, if 


you untend with Certainty to know What you are about. 
Pres — * gen — — 
r 


| Shews where Niſcords cannot be prepared, 7 
| inſtead of making the fundamental Bais to deſcend a 
. Third, a Fifth, and a. Seventh, we make it aſcend in the 
eee eee ee . II | — ſame 
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ſame Manner, we ſhall find that the Sevemth cannot he prepared 75 

yet in thoſe Progreſſions we find ſomething that obliges us to 
cauſe that Seventh to be heard, as the Octave in a diatonic 
Progreſſion, in Chap. XI. proves it, When we proceed from the 
Key- note to its Fifth; and that this laſt retrogrades or deſcends 

to the Key- note, the Ear is not in the leaſt ſnocked thereby, 
according to the Opinion of all Maſters. th 

If the Baſs aſcends a Third, in order to deſcend a Fifth . ge 

mediately afterwards, the Seventh which is heard upon the Nie. 


lo aſcending, cannot likewiſe be prepared. 


. L E. 


| 


A. ma © 

Fundamental Baſs. '; | Jeu 

The Example 4 ſhews a Progreffion of a Fifth aſcending, 
ſince it begins by the Third, which repreſents the Key-n Ne: _ 
the Example B proves that the Seventh cannot be preparc. 1 3 
the fundamental Baſs aſcends a Third, ſince the Note that i 5 
the Seventh to the ſecond Note of the Baſs, cannot make a c. 
ſonant Note with the Firſt. VV 

One might give a ſharp Third to the ſecond Note at B, in 
which Caſe the Key would then be changed: And this is often 
practiſed, eſpecially in an inverted Harmony; as may be ſeen in 


TE. . 


the following Example. | 
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"Each Part may ſerve reciprocally as an upper Part or a Baſs; 
and you may fee how the falte F ill, the Tritonus, and the Se- 
Sack may not be prepared. | 1 

If the Baſs aſcends a Seventh, the Diſcord cannot be pre- 
pared. N 7 1591 
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The Seventh unprepared at 7, when the Fundamental Baſs 
aſcends a Third; and at L, when it aſcends a Seventh or deſ- 
eends a Second. EY — RE | 

N. B. It is but after a conſonant Chord that a Diſcord may 


be taken unprepared, for after a diſſonant Chord the Diſcord muſt | 


abſolutely be prepared, according to our Rules, 

We muſt obſerve, that we do not intend to include the ſharp 
Seventh or Leading-note, in the different Diſcords prepared or 
unprepared ; by reaſon that we here ſpeak but of minor Diſ- 
cords, and theſe Rules do not concern major Diſcords which pro- 
ceed from the ſharp Seventh, in Favour of which a Minor Diſ- 
cord is often heard unprepared, as in a Progreſſion of the funda- 
mental Baſs aſcending a Third or a Fifth, in. order to deſcend 
afterwards a Fifth, wherein the perfect Cadence, which is formed 
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by this laſt Progreſſion in deſcending, cannot take Place, unleſs 

tile tharp Seventh be. heard in the Chord to the firſt Note that 
a Qgeicends a Fifth; ſo that from thence one may draw very uſeful 
_ _ Inferences,.. but we ſhall ; not ſpeak of them, until we have ex- 

plained the Manner of removing from one Key into another. 


—_— — 2 - —_— * 5 cad 2 1 « 


CHAP. XX. 
An ea? Enumeration of all the different Progreſfons of the 


. 


Bats, according to the different Diſcords therein uſed. 
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T is always from our fundamental Baſs, and the fundamental 
_ Chord of. the Seventh, that we are to draw the Rules con- 
cerning Diſcords; and we ſhall ſhew that the Chord of the Se- 


IF | venth only is predominant in all diſſonant Chords. | 
i We do not in this Place intend to enlarge further upon our 
fl firſt Rule concerning the Seyenth, only by giving that Chord 


to every Note in a Key, when the Baſs proceeds by Intervals of 
a Fourth aſcending, or a Fifth deſcending._ __ _ eq 

The firſt Seventh may be prepared by any of the Concorde, 
or may be taken unprepared, according to what, we have faid 


It. upon that Subje& in the foregoing Chapters : But we ſhall-here- 
1 afrer be obliged to follow the Rule which 2 it to be al- 
** ways prepared and reſolved by the Third: See the following 
1 Lxample. a 

1 TTT 

— 14 | Fx | — — tz — — 
if f . TT SS: — 5 = 
11 | ounter-te — HEE Rf Bot Bo. S 

af: 3 Ye lt ee el Get 

Mt | my . 28 FF 

9 Tenor. — == |} DC -O-—-|-——— „ 

| S 
* Fundamental —— — — . RT 
— 14 , e eee 
1 1 | OS 
4 | Obſerve, that all the Parts move by deſcending, and that theſe 
1 Sevenths are alternately accompanied by the Third and Fifth, 
N . or by the Third and Eighth, thus, 1, 3, 5. 7, or f, 3, 7, 8. 
1 In order to render this Harmony more complete, there ought 
i | to be five Parts, as we ſhall preſently ſhew. Ny 
|: _— Fou will find ſome of theſe Sevenths not in their natural Pro- 
— 4 portion, as thoſe of C and F, which we had expreſſiy — 
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ey our firſt Rules; but that is to be overlooked in the like 


Succeſſion or Sequence of Diſcords, as they are cauſed by the 


Modulation, where it is not permitted to add any Sharp or Flat 


to any of the Notes, You will alſo find, in what follows, 
other falſe Intervals which proceed from theſe; ſo that, as it 
happens by Accident that they are ſuch, they muſt be written 
as if they were right. by reaſon that we cannot help cauſing 
thoſe Notes to intervene in Harmony, when we do not chuſe to 
go wide from the Key. e | | 

If we take for Baſs that Part which makes the Tenor at 4, we 


fhall find that the firſt Note that anſwers to that on which the 
firſt Seventh is figured, will bear: the Chord of the ſmall Sixth; 


and, by the following Note which bears the Chord of the Se- 
venth, a new Progreſſion of the Baſs may be formed by new 
Chords in Appearance, as will be ſhewn by the following Ex- 
ample, where that Part will be likewiſe marked by the ſame 
FFF W | 5 

If we afterwards take the Counter- tenor B for Baſs, we ſhall 
find that the Note, anſwering to that on which is the firſt Se- 
venth, will carry the Chord of the Second; and, by the follow- 
ing Note which bears the Chord of the'gfeat Sixth, a new Pro- 

reſſion may alſo be formed; as will appear by the following 
3 where that Part is likewife marked with the Letter B. 
It may be obſerved, that the Chords of the Second and the 


Tritonus are made up of the ſame Intervals, ſaving in the one 


that the Fourth is perfect, and in the other it is ſharpened ; 
and for that Reaſon this laſt Chord is called the Tritonus, 
which contains three whole Tones. The like Difference is' made 
between the great Sixth and the falſe Fifth - _ 
The Chord of the ſmall Sixth, either Sharp or Flat, partakes 
of the like Difference; the Whole arifing from the Chord of 
a Seventh, where the Third to the Baſs is one Way Major, and 
the other Minor; though that Difference is not diſtinguiſhed 
by two different Names, unleſs it be that we appropriate to the 
Governing-note of the Key only a Chord, the ſharp Third of 
which creates the falſe Fifth, or the Tritonus, with the Seventh 
to that ſame. Governing- note; whereas to the other Notes, that 


are but merely Governing- notes, we give a Chord, wherein the 


Third is Minor or Flat, and neither the falſe Fifth nor the Tri- 
tonus take Place between the Third and the Seventh, by reaſon 
that theſe laſt Chords are to follow each other, until the Go- 
verning- note of the Key appears. | | 

I) he following Example will ſhew all the Chords that proceed 


from the different Progreſſions of the Baſs, and each Part may 


ſerve reciprocally as a Treble or upper Part, excepting the fun- 
dumental Bak and that underneath it, which can ſerve but as a 
als. = 
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Baſs by Suppoſition, to which one muſt not as yet give any Attendon. 
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1. Obſerve that the Progreſſion of the four firſt Baſſes is the 
moſt natural, in reſpe& to the Fundamental; and that the Pro- 
greſſion of the fifth and fixth Baſſes are borrowed. from thoſe 
firſt Baſſes. «LIP Ta ; b | 

The Progreſſion of the fifth Baſs is taken from the Firſt and 

The Progreſſion of the ſixth Baſs is taken from the Second and 
Third, and, if we have not figured:with a 7 all the Notes in the 
fifth and fixth Baſſes, that might carry the Chord of the Se- 
venth, it is to be underſtood, that the perfe&t Chord can only 
be taken, without the Seventh, by leaving out the Octave in 
the Chord to thoſe Notes that precede them, by reaſon it is 
that Octave that prepares the Seventh. - . 

2. In the natural Progreſſion of the Four firſt Baſſes, it is 
obſervable that the Firft and Second, and the Third and, Fourth, 
are diſpoſed by Thirds, and, whilſt the two laſt deſcend, the two 
firſt remain upon the ſame Degree, and fo on alternatively unto 
the End; for, as it is more agreeable to the minor Third to 
deſcend, we cannot help giving that Progreſſion at leaſt to, thoſe 
Parts which make it; and, in a like Continuance of Harmony, 
the conſonant Note which is a Third below, muſt follow that 
Progretſion, remembering that a Sixth above, or 3 Third below, 


is the ſame Thing as C E, or E C, — 


. 8 * ; © ; 

It is true that the conſonant Note is limited in this Place, 
only by- reaſon of the fundamental Baſs; for a conſonant Note 
may remain upon the ſame Degree, in order to create a Diſcord, 
if the Baſs proceeds thus 1 


"= 


_ 4, B, the Baſs, deſcerids 4 Third, & = 
: =] —.— 
inſtead of a Fifth; and then the —— — — —— 
conſonant Note at C, which 3 | by 
to” be a Third below the Diſcord © 5 
e x oe LE 9s 
gree, in order wo create the Diſcord R n= 
at IF | — | ee 8 — — — 
3 . * 


In order to hear the Effect of all theſe Parts together, the 

Au and the ſixth Baſs muſt be left out. 
ffi If the four firſt Baſſes only are taken apart, you will find 
4+ , \g.three upper Parts contain all the Sounds, of which the 
that ti. - kgured 1 — the Fourth are compeſed ; likewiſe, if any 


Chords. ther Parts is choſen for 2. Baſs, by tranſpoſin an 
9 | tave 


one of the 


64) Principle of Compoſition. 


Octave lower, ſo that it be below the other Parts, or by tranf- 
poſing theſe an Octave higher, the Chords figured upon any one 
of thoſe Baſſes will be found to be in the other Parts. If the 
fifth Baſs is choſen, you muſt place over it only the Second, the 
Third, and the Fourth, becauſe the. firſt bears too great an 
Affinity to it: and, if the Sixth be choſen for a Baſs, then the 
Firſt, the Second, and the Fourth only are to be placed over it, 
by altering only one Note, which in the firſt Bar creates two 
OQaves together. F | 

Thus in one ſingle Example we are inftruted in the different 
Conſtruction of all diſſonant Chords, of the Progreifion of Diſ- 
cords, and of the Difference of thoſe Chords, in reſpect to the 
different Progreſſion of the Baſs, the Whole conſiſting by in- 

verting the Chords, or in an Harmony inverted. ', 

5. The fifth and the ſixth Baſſes have a good Effect, being 


taken ſeparately, and one may even make, them ſyncope. 


Or 
inverted. 


3 4 6476 56.34 $9 _ 


It is pretty difficult to add two other Parts to theſe, by reaſon 
that an Harmony inverted introduceth a, certain Suppoſicion, 
which requires a vaſt Knowledge in Harmony ; fo that one muſt 
not. or ogy pate am, but as they are prickeg,.that is to 
lay, in two Parts only. it e e 4 Jo e 
When any one of the Parts is choſen for a Baſs, it ought to 
begin and end by. the Key- note, and be 5 contrived, that 12 
Key- note at the End be — its Füth; which may d 
each done by aleting-'the other; Parts ſuitable te their Pro- 
greſſion, when they are to be heard above the fundamental 
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CH AP XXL 
Of the Chord of the Second, 


HE Second is an Interval inverted from that of the Se- 
venth, and conſequently the Chord of the Second is in- 


| Ferted from the Chord of the Seventh, 
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Chord of the Seventh. Chord of the Second. 


This Inverſion cauſes another of the fame Nature, when it is 


neceſſary to prepare and reſolve theſe Diſcords. 


If all minor Diſcords are to be prepared and reſolved in the 
Treble, or upper Part, the Second on the contrary, which cauſes 
the minor Diſcord to be heard in the Baſs, is to be prepared and 
reſolved by that ſame Baſs, according to the Progreſſion fixed to 
2 minor Diſcord - ſo that you muſt cauſe to be heard in the ſe» 
cond, or laſt Part of the Bar in the Baſs, that Note on which 
you are willing to make a Second upon the firſt Note, or Part 


of the next ſubſequent Bar, and this Note muſt afterwards de- 
fcend ; ſo that, whilſt you make a Baſs to proceed in that Man- 


ner, you may give to each Note a Chord like thoſe in the fol- 
lowing Example, until the major Diſcord appears, after which 


follows a conſonant Chord, 


One muſt alſo take Notice, that in a Progreſſion, or Succeſſion 
of Harmony, like unto that. in the Example, a major Diſcord 
may appear, when the Air or Melody of the Baſs proceeds by 
the ſame Degrees, paſling through the Third, without cauſing a 
Concluſion which is reſerved for the Key-note, or one of its De- 


rivatives, which appears but in one more Bar afterwards, as may 


be ſeen in the following Example. The major Diſcord, which 
in that Caſe doth not follow its natural Progreſſion, is, for that 
Inſtant, deemed a minor Diſcord, which is allowed only in re- 
—— to the Modulation, when we are minded to ſuſpend the 


Concluſion for ſome Bars; though it will always be better to 
5 _ a conclude 


* 
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conclude upon the perfect Chord to the Key-note, or upon that 
of the Sixth to the Third, after the ſharp Seventh, or Leading- 
8 e 5 . 


„ 


, f 
. * & 
< 


By theſe Examoles it is evident, that the Second is prepared 


and reſolved in the Baſs, in the ſame Manner as the Seventh is 
prepared and reſolved in the Treble , B, and that the Chords 


in one and the other are made up of the ſame Sounds, as ap- 


. * 


pears by the fundamental Baſs. * | 


In order to know at preſent the Choice that ought to be made 
of the Chords in either of the Examples, where the Baſs pro- 


ceeds almoſt equally alike, fince it deſcends diatonically each 
Way, and cauſes the fame Note to be heard twice: on the ſame. 
Degree, it muſt be obſerved, that on one Side thoſe two Notes 
are contained within the ſame-Bar, and that on the other Side, 


they are divided by the Bar; fo that, when your Baſs is like 


unto one of theſe, yon may always uſe. the like Chords, and 
be certain that you will not then commit any Fault by following 
thee Nile. e e e Pr er all Fino = CIS 


If in the Example in the preceding Chapter there be ſome - 


' Bafles, whoſe Progreſſion is not agreeable to theſe, in reſpect to 
the Chords they bear, it is becauſe they repreſent only Trebles ; 
but otherwiſe do not go from the Rule, if you intend to com- 
poſe rightly and regularly. | 5 a 

The Second abſolutely requires to be prepared by the Third, 
though it may be prepared in the Treble by all the Concords, 


or con'onant Notes, and the Baſs muſt always ſyncope in that 


Caſe. 
Fe Obſerve 
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' Obſerve at preſent. that it is by the different Progreſſion of 
the Baſs that Diſcords are found to be prepared and reſolved by 
all the Concords; and, in order that you may not be miſtaken 
therein, always add a fundamental Baſs under your Compoſition, 
and you will thereby ſee, that the minor Diſcord which makes 
the Seventh to that Baſs is never prepared but by the Octave, 
the Fifth, or the Third, and that it is never reſolved but by the 
Dy otherwiſe your Compoſition will neyer be juſt or re- 
ar. 
801 again repeat that the firft Diſcord preceded by a conſonant 
Chord may be prepared by the Octave, the Fifth, or the Third 
to the fundamental Baſs 3 and that it is at the ſame Time neceſ- 
fary, that thoſe tHit ſucceſſively follow the firſt Seventh be pre- 
pared by the Third to that Note, rather than by any other Con- 
cord, by reaſon that the Sequence of Harmony that proceeds 
from it is the moſt natural :—Yet, for Variety-ſake, we are 
ſometimes obliged to prepare the Seventh by the Fifth, or by 


the Octave to the fundamental Note, though this Seventh be 


found in the Middle, or after ſeveral others: but this is done 
only, in order to vary or diverſify the Melody or Harmony, ſo 
that you muſt practiſe it but ſeldom, and with Judgment: And 
| What is hereby ſaid of the Seventh equally comprehends all 
other minor Diſcords, by reducing it to its fundamental Note, 
wherein the Seventh always preſides. 1 

If the Seventh is never to be reſolved but by the Third to the 
fundamental Note, it is not underſtood but that it may alſo be 
Tciclved by the Fifth, and even by the Octave; but theſe are 
Licences which you muſt not practiſe until you are Maſter of 
the reſt, ſo that we ſhall not as yet ſpeak of it. 
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e HAP XXII. 
Of Keys and Modes in general, 


| hf what we have ſaid touching Keys and Modes at Chap. VIII, 
be perfectly underſtood, there remains but what follows. 


ATTIC EH © 
Of ſharp Keys. 
AS you may. take whatever Note you think proper for a 


Key-note, proyided you = 3 Progreſſion to its Octave, 
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like unto that ef C, if the Key be ſharp ; then Sharps and Flats 
are to be uſed, in order to increaſe or leſſen, a Semitone, thoſe 
Intervals that might leſſon that Conformity; the Queſtion is 
only to know the Number of Sharps or Flats that are generally 
placed after the Cliff, in order to ſhew that all Notes on the 
Tame Degree, or Space, with theſe Sharps or Flats, are to be in- 
creaſed or leſſened a Semitone ; for Example, if we take D for a 
Key-note, and would make its Key agreeable to that of C, we 
obſerve that F makes the flat Third to D, which is not con- 
formable to the Third of C, which is ſharp; therefore we muſt 
add 2 Sharp to F, to make it a ſharp Third to D, as E is a 
ſharp Third to C, &c. So likewiſe the Fourth to # is B flat- 
- tened ; therefore a Flat muſt be added to the Note B, when 
you arc in the Key of F, to conform it to the Key of G. 
Example of all ſharp of whoſe Modulation of an Ota 
is agreeable to that of the Octave of C. 


By Sharps. 
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"Of F natural. Ot F flat. Of E fat. Or I flat. 


Here are eleven fharp Keys, which, with that of C, make 
twelve, there being but twelve chromatic Notes in an Octave. 
As to the Order and Poſition of Sharps, they are declined 
thus, F, C, G, D, A, E, B, &c. which ſhews. that, when there 
is but one Sharp, it can be but that of F; if there are two 
Sharps, they are thoſe of F and C; if three, then F, C, and E, 
&c. reckoning always by Fifths, aſcending, from the firſt Sharp 
which is F, to the laſt. „ 3 
In order to know how many Sharps there muſt be for denoting 
any one particular Key, you muſt obſerve that it is always the 
Leading- note, or ſharp ee! that determines the Number, 
becauſe the laſt Sharp is always placed upon it; ſo that the Key 
of D ſharp requires two Sharps prefixed to the Key, by reaſon 
that, C ſharp being the Leading- note, or ſharp Seventh, we can- 
not put a Sharp to C, without placing another to F, which is 
always the firſt Sharp: for the ſame Reaſon, the Key of EH 
requires four Sharps, ſince D ſharp is the Leading- note, or arp 
Seventh; ſo of the others. | 


the fourth Note 


FFF 
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The Order and Poſition of Flats are declined by Fourth al- 
cending, beginning by that of B, thus, B, E, 4, D, E, &c. it is 

* determines the Number in ſharp Keys; 
for Example, the Fourth to F is B tiattened, therefore we muſt 
place a Flat upon the Line of B, in the ſharp Key of F, and ſo 
of the other Keys, obſerving that ſharp Keys that require Flats, 
begin by that of F; fo that reckoning by Fourths, as we reckon 
by Fifths for Sharps, * will find the oy of Flats re- 


N 


A 8 7 10 LE II. 
Rat Keys. 


The O to D will ſerve as an Example for all flat Keys. 
E 1 4 


Cx — Leading-nore, or hap? Seventh, 
E — — . he Sixth, N 
4 — — e er or Fifth of the Key, 
40 — —— — The Fourth, 
F — — — The Third, 
E — — — — The Second 35 
1 — — — Key- note. 


The Progreſſion of 2 flat Key differs from a ſharp Key in aſ- 
adiag, but in the Third, which one Way is flat and the other 
ſharp; but in deſcending we mult make flat, and leave ous 
the harp to C. 


EXAMPLE. 


HE == ED DEEDS 


| You can never be miſtaken by following theſe Progreſſions in 


all flat Keys, 


Example 


as | | | Principles of Compuſition. | 
Example” of all flat Keys, whoſe Modulation of an Octave 


anſwers to the above Octave of D. 
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| of G, | Of C, Of F, or B ”" Of 26 
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The Author in the Example of flat Keys by Flats, hath fol- 
Jowed the ancient Manner, by omitting the flat Sixth after the 
Cliff, and, in that Caſe the Key of D is not diſtinguiſhed from 
the Key of 4; but, according to our Author, the Sixth in flat 
Keys muſt be deemed flat and muſt be of the ſame Species as the 
Third. We here give another Example of flat Keys by Flats, 
i by the Key of D, which, in this Caſe, bears the firſt 
at | : 8 
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f |< of 20 Of G, Of C, "+ Of F,. | Of B flat. | Of Z flat, 
| ” K 
As Beginners may be under ſome Difficulty in reſpect to the 


Chords in the Modulation of an Octave in flat Keys, here fol- 
lows an Example of the Chords in the flat Key of D. | 
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The Chords 
— —— in the Treble 
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Here are likewiſe thelve flat Keys, lat that of 2 D, which, 

with that of 4, is marked without a Flat or Sharp, 

The firſt Key that bears a Sharp before the Cliff, is that of 
E, and, in order t know the Number of Sharps proper to each 
flat Key, you muft reckon by F ifths, beginning at E thus, 


2 2, 4 Sharps. 

3, N. , — conſequently the flat Key of B, which is the 
Ne muſt have two Sharps ; ſo of the other Keys; it is alſs 
the cond Note of the Key that denotes the Quantity, it being 
the laſt Sharp. | 

The firſt flat Key that hath a b Flat before the Cliff, is that 
15 % 45 55 Flats. EE; 
of E, ſo chat reckoning by Fourths, G, C, J, By, E, you will 
find the Number of Flats proper to each Key ; - the flat Third, 
which bears the laſt Flat, alſo devotes the R 
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that Key, for three or | 
exceed that Number, as ar as your Genius and Tafte will 
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055 Modulation, er the Manner of removing 12 one Key ins 


another. 5 


IL Notes | that carry the perfeft 
notes, therefore one may ſay, that all thoſe = 2M] 


a Examples carry perfect Chords, are like ſo 
many different Key- notes; thoſe Examples will alſo ſerve for 


whar follows ; for we cannot naturally remove from a Key-note 
into another, otherwiſe than by a conſonant Interval, in ſuch a 
Manner chat; after r having begun à Piece in à certain Key, vou 
may remove into another that is a Third, a Fourth, à Fifth, or 


2 Sixth above or below, ſo. that the firſt Key - note may become 2 


third, # fourth, a fifth, or a fixth Note to that you remove into, 
and fo on from one Key into another. 


29 Beſidę: what we have already ſaid, * Es in a ſtiarp 
Key may alſo ſometimes become a Seventh, and even a ſecond 


ote, but never 2 Leading-note, or a ſharp Seventh; and a Ner- 


note of a flat Key can become but a ſecond Note. 


Obferve, in this place, that the Seventh, we here ſpeak — 5 is 


That whic in whole tone below 1 the Ove, and not that which 


is'but a emitonę below, otheryile: Falled the Leading- note, or 
ſharp Seventh. 

3. If when in che Middle of a Piece vou would remove into 
the Fifth, or Governing - note of the Key, the Key of that Go- 


verning note,” or. Fifth, muſt be naturally ſharp, t h we may 


fometimes make it a flat Key, but this with Judgment; and 


| Ant Key of 4 Goyerning-notc, . or F ifth do a flat Key, muft be 
These Rules may be treſpaſſed yon when you are eapaþle | 


of judging rightly, but * muſt always be very cautious in 

ng eo ©, 
4. By whatever Key you begin, it is pops to modulate in 
our Bars at leaſt, being at Liberty to 


t is berter to remove into the Fifch of the Key, khan into 
Works, ; and in that Caſe the firſt Key-note will " become a 


Fourth, and this may be done by the Meang of the irregular 


Cadence. . -- 

6. As the Ear will be cloyed by often hearing the fame Key, 
it is but into the principal Key that it may be allowed to re- 
turn; 3. but, in reſpect to the other Keys, it is not proper to re- 


Inflance, 


turn into them again, preſently after you have left it; for 


dend are deemed Key- 


5 
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Jaſtance, ſuppoſing we had begun by the Key of C, we may, | 


after having removed into another, return into it back again; 
but it would not be proper to return into another Key, after 
having quitted it, to retake afterwards that of C, or to retake 
another; therefore it will be better to remove into a new key, 
and thus from one Key into another with Diteretion, by return- 
ing inſenſibly, as it were, into thoſe that are the neareſt to the 
principal Key, in order to conclude therein, in ſuch a Manner 
that it may ſeem as if one had not quitted it; and for that 
Reaſon, when you have removed into ſeveral Keys, you muſt 
modulate towards the End in this principal Key, for ſome Time 
longer than at the Beginning. 5 

7. In ſharp Keys it is better to remove into the Sixth, than 
into the Third; whereas in flat Keys it is better to remove into 
the Third, than into the Sixth. 24 000 
8. In order to know if the Key you remove into is to be 
Sharp or Flat, you muſt oblerve that the Key-note that follows 
that which you quit, its Third and its Fifth, be made up of the 
ſame Notes contained in the Octave to that which immediately 
preceded it, and even allo (previded that the Length of a Piece 
doth not oblige us to the contrary) that the perfect Chord to- 
the Key-notes, that may he uſed in the Continuance of the 
Piece, be made up of the Notes contained within the OQave of 
the firſt and principal Key, without altering thoſe Notes by any 
new Sharp ar Flat; for Example, If J begin by the Key of C, 
it is plain that the Notes E, #, 6, 4, and ſometimes O, their 
Thirds and Fifths, are made up of the ſame Notes that belong 
to the Modulation of the Key of C, ſo that we may remove 
indifferently from a ſharp to.a flat Key, and from a flat into a 
iharp Key, according as the Thirds happen to be conformable 
to the diatonic Order of the firſt original Key, or at leaſt to tlie 
laſt you quit, If, after the ſharp Key of C, we remove into 
that of 4, this laſt will be flat, by reaſon that the Note C makes 
the flat Third to 4; fo of the others. In order to follow this 
Modulation in flat Keys, you muſt obſerve the Modulation of 
their Oftaves only in deſcending, where the Leading-note, or 
ſharp Seventh, quits its Sharp and becomes natural; it is for 
that Reaſon one may dg the like in ſharp Keys, by adding a 
Flat to the Leading-note, or ſharp Seventh; for, when we have 


!aid the Key-note might become a Second, it is but where there 


always ſhould be an Interval of a whole Tone between the Key- 
note and its Second, having already taken Notice of this Mo- 
dulation in the ſecond Article. 

9. Vou muſt contrive to remove as it were inſenſibly from 
one Key into another, and in ſuch a Manner that the Ear may 


hardly 
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2 ceive it, which may be done by following the above 
ä * 1320 428 ö 

10. The laſt Note of the Key you quit, muſt always bear à 
conſonant Chord, ſo that this laſt Note will be either the Key 
note, its Third, or its Gpverning- note, os Fifth, or ſometimey 
the Sixth, which may carry the Chord of the Sixth; though 
you muſt at firſt only ſtick to remove from a Key-note to its 
Fifth, and, that Fifth becoming a Key-note, you may afterwards 
follow the Method preſcribed in the following Example, by mo- 
dulating for.ſome Bars, in the Key to each of thoſe Notes which 


* \ 


we make the Baſs to remove. 


Firſt, Second, or Firft, Second. 
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The Baſs may begin upon the firſt or ſecond Bar, and you 
ought not to dwell as long upon the ſecond Key, as upon the 
_ firſt; and ſtill leſs upon the others, by uſing ſometimes but one, 

two, three, or four 2 of theſe laſt Keys, in order to remove 
into the other, which depends more chiefly upon Taſte than 


on Rules. - 
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CHAP. XXIV. 
: Some further Rules on the foregoi ng Chapter, 


* is by the Means of the Cadences, that you may learn to 
A change Keys; theſe Cadences introduce a Sort of a Stop or 
Reſt, during a Piece, after which you may remove into whatever 
Key you will, by making another Cadence in this laſt Key; for 
after a perfect Chord, which is the Concluſion of all Cadences, 
you are at Liberty to remove to whatever Chord you will. 
Sometimes the Key-note may he repeated after a Cadence, 
by giving to that Note repeated a Chord proper and ſuitable to 
— you remove into. | 6 


— C2 ae, EA, YER on? A IPOs, hs AP oo = 


Principles of Com ppſtion 75 
By giving it the Chord of the Seventh, or of Six and Four; 


t then becomes a Fifth, or a Governing-note 4 
By giving it the Chord of the Trironus, or the great Sixth, 
| it becomes a fourth Note 8B. 


Yo | By giving it the Chord of the Sixth, it becomes a Third C, 
| or a fixth Note aſcending to the Leading-note, or ſharp Se- 
. venth D. 

4 By giving it the Chord of the finall Sixth, it hecomes a  Gxth 
' Note deſcending upon the Governing-note of the Key F; and 


ſometimes you may alſo cauſe the Keynote to aſcend a Semi- 
tone inſtead of repeating it, by giving the Chord of the talſe Fifth 
to the Note fo aſcended, which then becomes a Leading: note or 
ſharp Seventh H. 

When the Key-note bears a ſharp Third, it may then be- 
come a Governing-note, or Fifth, Without any. Alteration 77 
ke the follow ing 25 xample. 
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You ay g give the perfect Chord only to all thoſe Notes fi 


gured wg, ; and over which' is a B, by reaſon that the irre- 


54 
gular Cadence, which then takes Pics, Goth not abſolutely re- 


quire any other Chord; a third Note may beeome a Sixth, as 


a fixth Note may become a Third, as may be t obſerved 


in the above Example at the Letter T; f 


E X A4 u E 


+ £ 6 5D 
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The Note at S, whith is the Sirch to C, Becomes the Third 


of the Key of F. 
The ſame Note at 7, which is the Third to the Note F, be- 


eomes the Sixth to C, without altering the Chord; that Note 
which may be either a third or a fixth Note, is always between 
. two Notes of the Diſfance_of a Fifth, and which divides it 


into two Ahirds, as from F to C, wherein the Note 4'1 is the 
middle Note. 


The Key may be 125 changed by the Means of Jths, 7 and 
6 . 


6, 2, 4X, —, and 5 E; fo that, having cauſed one or more Notes 
| 5 
of the Baſs to paſs through this Sort of Chords, you need only 


to caute an Interval of a Tritcnus, or of a falſe Fifth, to be 


heard, in order to decide the Key you remove into; obſerving. 


that this Tritonus, or talſe Fifth, is to be made up of the 
ſharp Third, and the Seventh to the Gov cringe Pots of the _ 3 
lee the following Example. 
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\ Obſerve that the Diſcord by which you remove into another 


Key, muſt always be prepared by # conſonant Note im the Chord 


that ends the laſt Key, 

Theſe Examples are ſufficient for inſtructing how to compoſe 
a Baſs, aecording to the Chords that are choſen; but we are 
going to give it another Shape, by allowing the Liberty to com- 
pole a Bals at Pleaſure, the Progreſſion of which will teach us 


what Chords they are to carry. 
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CHAP. XXV. 


Shews tat Chords are to be given 10 the Notes of d Baſs in 


all Progrefflons.” 
ARK TITCHE I. 


Of Cadences, and of all that hath @ Relatim_ to & Chfe of « 


en er Mel. 
O e egg ee wo alf-chie Cadenerg, and to all that 


hath an Affinity to the Cloſe of an Air or Melody; 


T 
Beginners cannot well help making Uſe of them at every In- 
ſtant in their Baſſes, eſpecially wherr they intend to change Keys; 
which is not difficult to obſerve, becauſe thoſe Concluſions are 
always made upon the firſt Part, or Divifion' of ths Meaſure or 
Bar, ſo that thoſe Notes that are found in the firſt 2 of the 
Bar upon which the Melody ſeems in ſome Shape to reſt, ought 
always to carry the perfect Chord, for which Reaſon they may 
be deemed Key- notes. 5 + RN this 

2. If after a Key-note the Baſs proceeds by conſonant Inter- 
vals, you may give the perfect Chord to each of thoſe Notes, 


until that Note which is followed by a diatonic Interval, ex- 


cepting that Note which happens to” be a Third above or below 


another that bears the perfect Chord; and in that Caſe the firſt 


Note may bear the Chord of a Sixth, as well, and rather than 


the perfect Chord; and on the contrary, if you find that the 


firſt Note ought to carry the perfe& Chord, then that Note 


which happens afterwards to be a Third above or below, ought 


to carry the Chord of a Sixth, provided that after the laſt 
Note there doth not follow another in a conſonant Progreſſion, 
by reaſon that Progreſſion naturally requires the perfect Choxd, 
or that of the Seventh, upon each Note (which will be better 
explained hereafter) and that Note, which on the above Occa- 
ſion we have ſaid might bear the Chord of a Sixth, is always a 
Third, or à fixth Note, though you may give only the per- 
fe& Chord te each pf thoſe Notes, when you are afraid of being 


miſtaken. | 
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C. 


Sich Second? | 
Note. Note. 


Being in the Key of C, we ſee that the next Note which is a 
Third above C, and below the Gayerning-note, or Fifth, ought 
t carry the Chord of the Sixth A. „ 5 

B, the Note which is a Third above the Governing- note, or 
a Sixth below, which is the ſame Thing, might carry the Chord 
ef the Sixth; but we have already ſhewn, that the Chord of 
the falſe Fifth is more proper, by reaſon that chat Note is the 
Leading- note, or ſharp Seventh to the Key of C, which we 
have not quitted, and which keeps on until the Note C. 

We find four Notes together that aſcend by Thirds from the 
I the Third to which bears the Chord of the Sixth, 
and the Governing- note, or Fifth, carries that of Six and Four 
C, rather than the perfe&t Chord; becauſe the Flat againſt the 
Note B denotes a new Key, which is eaſily diſtinguiſhed in the 
Progreſſion of the Baſs by the Interval of the falfe Fifth between 


that ſame Note B flat and the Note E that follows; therefore 


the Note E, which is the loweſt Sound to the falſe Fifth, be- 
comes a Leading- note, or ſharp Seventh, and conſequently the 
Chord to the Note B flat muſt be ſuitable to the Key which 
that ſharp Seventh leads, ſince this B. flat is not comprehended 
in the Kev of C, which is then quitted, and the Governing-note 
to C ſuits its Chord to that wluch ſucceeds it; fo that, without 
goifig out of the Key of C, it then carries the Chord of Six 
and Four, which makes that of the Tritonus to that ſame Note 
B flat; for, if that Governing- note had carried the perfect 
Chord, the Third muſt then —— have been flattened, in 
order to avoid a ſalſe R lation, which falſe Relation conſiſts in 


never uſing, in two different Parts, two Notes together, the 


Name of which alters but by a Sharp or Flat's being annexed 
to it; that is to ſay, that having taken in one Part the Note B, 
which makes the ſharp Third to E, we cannot ule, in anothep 
Part, that lame Note B, with à Sharp or Flat; we ſhall 2 

alter 
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aſter treat of it more fully; fince then we give the Chord ef 
Six and Four to the Note at the Letter C, it is in order to ſuit the 
Harmony of this Chord to that of the Chord that folloxs it; 
for we might have given it the perfect Chord with the flat Third, 
or we might even have given it the Chord of the ſmall Sixth 
and the falſe Fifth to the Note that immediately precedes it, by. 


reaſon that there happens to be an Interval of a talfe Fifth be- 


tween E and B flat that follows; fo that, whenever a like In- 
terval appears in the Baſs, the Key is then abſolutely .deeided, 
the Sound grave to this falſe Fifth” being always the Leading- 
note; and what we here ſpeak of concerning the faiſe Fifth, 
equally regards the Tritonus, the acute Sound of which is then 
a Leading- note. Yet if the baſs proceeded by aſcendin 


Tritonus, a Leading- note miglit not poſfibly happen in che 
Chord, by reaſon that each of thoſe: Notes in the Baſs might be 
deemed as paſſing Fifths, ſeeking the Governing- note, or Fifth of 


the Key, as appears at E, H, 7. But this can take Place but 


between the ſecond and the fixth Note in flat Keys, which make 
between themſelves theſe Intervals of a falſe Fifth, or a Tri- 
tonus. 5 75 ta es: at 0 5 = is 
According to our foregoing Rule, the Note at D ought. to 
carry the Chord of the Sixth; but as the Sixth could be but 
flat, according to the Key. of the Note that precedes and follows 
it, we obſerve that the Note at E quits its Flat immediately 
afterwards; and as we muſt always be guided by what follows, 
rather than by what precedes, it is better to give the perfect 
Chord: to that Note D, in order to avoid a falſe Relation with 
what follows, and obſerving, at the fame Time, our Rule touch- 
ing the conſonant Progreſſion oh the. Rel ee . 
Ihe Note at E carries the Chord of the falſe Fifth, for the 


Reaſons we have, juſt now given, ſince there appears an Interval 


of a falſe Fifch between it and the preceding Note. 
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| dences; there are others to be found therein, that have a 
ireat Relation to it, which are called imperfect Cadences. a 

* We fay that imperfect Cadences have a Relation with the 
Perfect, not in the Propteſiion of the Baſs, but by a Conformity 
of Harmony; to diſtinguiſh which, we muſt place together all 
the Sounds that compole the perfect Cadence, and take, the 


P rogreſſion 


25 Fourth, 
or deſcending. a Fifth, after a like Interval of a ſalſe Fifth, or a 


Eſides the natural Progreſſion of the Baſs in perfect Ca- | 


F 
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$:ogreſſion of each Part for a Baſs, the Chords of which appear 
to. be different, but it iriſcs only from their various Diſpoſi- 
tions | ce | | | 


4 - * 


1 1 ul k. 


IN Be Li + =&& WES 
Minor 3 | 
Diſcord. 


- + Parts C and 4, by reaſon of their 
88 too great Affinity with the upper 
33 Part, for the Note that reſolves 
. the minor Duſcord, ought not pro- 
perly to be doubled on this Occa- 
ſion; but we may uſe the Parts 
A and G; by leaving out the upper 
Part; having placed them together, 
the better to ſhew the ſeveral Pro- 
greſſions, whereby it is obvious, 
that thoſe Parts which make Diſ- 
cords have a fixed Progreſſion, 
and that the other Parts may af- 
cend or deſcend 5 for the Note of 
the fundamental Baſs, which is in 
the three lowermoſt Parts, may 
remain upon the ſame Degree, or 
deſcend a Third in the ſame Man- 
ner as it naturally deſcends a 


At 2 * * 
4 
Diſcord. | 


» #4 
ON Sd 
' 


l it deſcends a Third 4; becauſe 


. . „ that would create, as it were, two 
She nt — Octaves together; though " that 
| ITED might be tolerated, eſpecially in 

four Parts. | 


All theſe Progreffions are to be found in the Example of the 


Octave, Chap. XI. with the ſame Chords that they bear in this 
Example, and for a greater Certainty you may take for a Baſs 
any one of the Parts, provided you avoid placing over the other 
Parts the two loweſt Baſſes 3+ the reſt will have together a good 
Effect, in whatever Manner it be diſpoſed, and the Chords fi- 
gured in one Part will be contained in the other Parts. 

In moſt of our Examples one may have obſerved this Sort of 


_ imperfe& Cadences, but they do not always happen upon the 
firſt Part of-the Bar, by reafon that they are uſed but in a dia- 


tonic Progreſſion, without making a final Concluſion. 


ns © | | | A RTI. 


6_- _ Th order to hear all theſe Parts 
== . together, we muſt lcqae out the 


FFF 
425 anne Nan Fifth, by obſerving to leave the 
5 4 "L Seventh out of the Chord, When 
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How the Key may be diſtinguiſhed, wherein the Progreſſion of Ml ® 
the imperfect Cadences are uſed. - 


I T is certain that a diatonic Progreffion leads us into ſeveral N 
4 different Keys; to diffinguifh the ſame, there are ſeveral WW * 
age the obftrvedc: 2 s 

I. The Leading-note decides it at onee, and here follows the 

Manner of diſcovering it in the Baſs. 5 | 0 
The Key- note being known, you know at the ſame Time 
its. Leading- note, or ſharp Seventh; and as this Key can pro- 
. ceed but only upon certain Notes contained in its Octave, ac- 
cording to the ſharp Key of U, or the flat Key of 4; if one of 
thoſe Notes is altered by a Sharp or a Flat, it is certain that the 
E the of $295 GE 7 > 
The firſt Sharp that appears, ſhews a Leading- note, and, if 
there happens two or three together, the Laſt is always to be 
deemed the Leading- note; therefore, a Sharp placed againft F 
makes it to be a Leading-nete, and denotes at the ſame Time 
the Key of G; if with this Sharp againſt F we find another at 
G, F ſharp is no lenger the Leading- note, and it will be G, 
which at the ſame Time denotes the Rey of 4; ſo that reckon- 
ing or counting according to the Order and Poſition of Sharps, 
F, C, G, D, 4, &c. we canaot:he-miſtaken, and, whatever Flats 
are found intermixed with theſe Sharps, it doth not alter the 
Caſe, , But, if there ſhould not appear any Sharp, then a Flat 
denores. a new Key, and the Leading-note will be that Note 
againſt; which another Flat ought to be added, ſuppoſing that 
we were-obliged to it; for Inftance, if there be a Flat againſt 
B, and no ſbarp appears, the Note E, which is the Note againſt 
| pack a new Flat might be placed, will be the -Leading-note ; 
likewiſe, if a Flat is placed againſt E, A will then be the Lead- 
ing-note, ſo that reckoning according to the Order and Pofition: 
of Flats, B, E, A, D, &c. ſuch of theſe Notes againſt which no 
Flat is placed, : and- that immediately follows one that hath a 
Flat, will always be the Leading-nete. Take Notice of what 
we have ſaid in the firſt Article, that the Interval of a falſe 
Fiſth, or a-Tritonus, ſhews it! in the Progreſſion of the Baſs, 
for that Note which could have a Flat againſt it, makes the 
Tritonus above, or the falſe Fitth: below that which ought to 
have the laſt Flat. | 4 03 volt 30d It. 

2. As the Baſs doth not always reach to the Leading- note, 
and the Key may neverthelets change, chere often happening in 
the Baſs an Interval of a falſe Fifth, or a Tritonus, ariſing 0 1 
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the fecond Note of a flat Key and the Sixth, or rather from the 
Sixth to the Second, provided there be no Sharp, for this always 
decides it; you muſt obſerve if the Key which theſe Intervals, - 
or ſome other Marks, denote, bears a Relation with the Key 
that you quit; and if after the Stop or Pauſe, which in ſome. 
Shape is felt in a diatonic Progreſſion, there doth not follow a 
Note which bears a greater Relation to a particular Key, than 
to another, eſpecially when after the Jaſt Note in a diatonic 
Progreſſion there follows another in a conſonant Progreſfion, 
, leads to ſome final Cadences, for ant the Key i. is, 
elde | | 
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After the firſt Leading-note (which is eafily diſtinguiſhed) we 
find a diatonic Progreſſion from the Note 4 interrupted at E, 
where the Rule of Sevenths is to be followed; and this Inter- 
ruption which leads us to a Cadence upon the Note C, obliges 
us to ſuit to its Key the Notes in a diatonijc Progreſſion from the 
Governing- note of the Key of 4, after which Note nothing ap- 
pears to oblige us to keep within that ſame 8 of A; which is 
the Reaſon why we have given the Chord of Six and Four to 
the Governing- note repeated, the better to unite its Harmony 
with thoſe Chords that follow; beſides, the Note G, which be- 
comes natural at the Letter B, ſhews it to be no longer a Lead- 
ing- note, and, not finding any Sharp or Flat until the Cadence 
of C, we clearly ſee that the Key of C manifeſts itſelf from the 
Note at 4; becauſe you muſt always have a greater Regard to 
the Key that follows, than that which you are in, efpecially when 
you may ſuit the Chords to the following Key, there being no 
Sharp or Flat, nor any conſonant Progreſſion, or Stop or Pauſe, 
that might induce you to follow another Road, '* * 

As the Sharp to the Note G remains ho longer, the Sharp to 

C which follows, denotes a new Key, and the Stop or Pauſe 
which is made at the Lefter C, after which follows a conſonant 
Interval that requires a Seventh ypon that ſame Note at C, 
obliges us to return into the Key of 4, ſince it is at that, ſame 
Note that the Progreſſion of a Fourth aſcending finiſheth 

The Sharp at F denotes a new Key, ſince there doth not ap- 

pear any other after it. 15 

The Flat at the Letter 4 obliges us to give a flat Third to the 

Note that precedes it, for a greater Conformity of Harmony; 
and, the Flats being upon the Notes B and E, we thereforé 
judge the Note A to be a Leading-note, after which E quitting 
its Flat becomes a Leading-note, fince the Flat ſtill remains upon 
B, there not appearing any Sharp againſt it. 25 

The Interval of a falſe Fifth between the Notes at the Letter 

D might produce a Leading- note at that Place, fince that Note 
which one would deem as ſuch, aſcends a Semitone at 7 (which 
is the natural Progreſſion of a Leading- note) but the conſonant 
Intervals that are uſed from the Note at L, where the Key of F 
ends, obliges us to give to the following Notes perfect Chords, 
or of Sevenths, according to the different Intervals of the Baſs, 
and engages us, at the ſame Time, to ſuit our Chords to the 
Key, denoted by the Leading-note that follows; we do not ſay 
but that, according to the Rules of a Progreſſion by Thirds, one 
might do thus: i f 5 | 
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and thus until the 


ought not to quit, according to the e OA | 
X . If the Baſs aſcends a Semitone, which, in that Cate, 
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And in that Caſe the Key of F would be continued until the 
Note D, which is followed by its Leading-note C ſharp, that is 
arbitrary, when good taſte directs us; this Taſte, which de- 
lights in Variety, directs us to quit a Key that hath been heard 
too long. EF | | 


* 


The falſe Fifth, which is taken upon the Leading- note to the 


Note D, is not immediately reſolved by the Chord that follows; 


but one may obſerve that it makes alſo the Sixth to the Note at 
the Letter G, without altering the Chord; and that it is re- 
ſolved immediately afterwards, by — upon the ſharp 
Sixth to the next Note, where the diatonic Progreſſion obliges 
us to make the harmony ſuitable to the Key, which the follow- 
ing Leading-note denotes. | 

As we have not hitherto taken Notice of the Chord of the 
extreme ſharp Second, which the Note at & carries, it is needleſs 


at preſent to give any Attention to it. by 


The Note at H becomes a Leading- note, as well by reaſon 
of the Progreſſion of a Semitone between it and the Note that 
follows in the next Bar, as by reaſon that the Chord of the 
falſe Fifth which it carries, is the ſame as the Seventh, which 
the Note jmmediately following ought to carry, fince that next 
Note aſcends a Fourth; beſides, there do not appear any more 
Sharps, and the Flat remains upon the Note B; conſequently 
the Note at His the Leading-note; after which the Flats and 


Sharps diſappearing, there is no other Leading-note, but the 


Note B, which denotes the Key of C, being obliged to give to 
the Notes offits Key the Chords that are preſcribed to them, 
End, notwithſtanding the Progreſſion of a 
Fourth aſcending at M obliges us to give a Chord of a Seventh 
to the Note C, and to give the perfect Chord to the Note F, 


ſince that Note is ſtill followed by a conſonant Interval; fo that 


the perfect Chord which the Note F carries, makes it a Key- 
note, but the Flat at B, that ought to take Place in this Key, 
being left out, and there not appearing any Sharp or Flat, the 
Note B becomes a Leading-note, having interrupted the Key of 
C, for an inſtant only for Variety; becauſe it could be done 
according to the conſonant Progreſſion of the Baſs. 
To end this Subject we ſhall ſay, that all conſonant Progreſ-" 
ſians are to be our Guide, and that diatonic Progreſſions are to 
be relative to the conſonant 3 that follows, rather than 
to that which precedes. If the Leading- note cannot be diſtin- 
guiſhed, there appears a certagn Succeſſion of Chords in a dia- 
tonic Progreſſion from the laſt_conſonant Chord, and which the 
aſt Note in a conſonant N ought to carry, which we 
e Rule of the Octave in Chap. 


might 
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might be taken for a Leading- note, we muſt examine if there do 
not follow ſome Sharps, or ſomes Notes that quit their Flat, by 
reaſon that the Leading-note is thereby ſooner diſtinguiſhed than 
by a Progreſſion of a Semitone aſcending 5 which may be done, 
in ſharp Keys, from a Third to the fourth Note, and, in flat 


Keys, from the Second to the Third, or from the Fifth to the 


Sixth, this Sixth nevertheleſs deſcending immediately afterwards, 

If, immediately after a diatonic Progreſſion, there follows a 
conſonant Progreifion, the Note that ends the diatonic and be- 
gins the conſonant Progreſfion, ought to bear the perfect Chord, 
or that of the Sixth; if it ought to carry the perfect Chord, 
it will be preceded; by its Leading-note by aſcending a Semitone, 
or elſe it will be the Governing-note preceded by a whole Tone; 
3f it be the Third, in a flat Key, it will be preceded by aſcend- 
ing a Semitone, and, in a ſharp Key, by aſcending a whole 
Tone: And if, on the contrary, theſe Notes are preceded in 
deſceading, the Key- note will always be preceded a whole Tone, 
the Governing- note but a Semitone in flat Keys, and a whole 
Tone in ſharp Keys. Now it will be impoſfible but that, by 
knowing theſe different Progreſſions in the ſeveral Keys, you 
muſt underſtand ſomething, fince you alyeady know the Relation 
that a Key ought to bear to that you quit, its Difference, in 
reſpeR to the major and minor Third, being taken from its Third 
and its Fifth, which are to be made up of the Notes contained 
m the Key that you quit, Beſides, it is almoſt impoſſible but 
that a Leading-note will appear either before or after, and 
that the conſonant Progreſſion that follows will lead to a certain 
Concluſion that may guide us; for it is to be obſerved, that all 
Concluſions are determined by the Progreſfion of a Fourth or a 
Fifth, excepting that, after one of theſe Progreſſions, there fol- 
fows a diatonic Progreſfion of two or three Notes, either by aſ- 
rending or deſcending, upon the Laſt of which the Air or Me- 
lody refts, and makes, as it were, a Pauſe, or a Stop, in reſpe& 
to the new conſonant Progreſfion that begins again, : 
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Although the Baſs deſcends a Fifth at A, we are not to take 
the Seventh upon the firft Note, becauſe the ſecond Note ought 
not to carry either the perfe& Chord or the Seventh, becauſe 
we are to be guided by the diatonic Progreſſion that follows, 
where the Melody refts. ah 94 b | | 

The Melody which refts upon the third Note after. B, obliges 
us to ſuit to its Key the Note at B; conſequently the Note 
that precedes it, ought to carry but that Chord which is open 
by this Key, and not by that which is required by a conſonant 
Progreſſion, becauſe the Note at B is not to carry either the 
perfect Chord or the Seventh, „ 

We give a Chord to the Note at C, ſuitable to the Key of the 
followiag Note where the Melody reſts; and we give the Chord 
of a Seventh to this Note at C, preferable to that of the ſmall 
Sixth, by reaſon that this Seventh is found prepared by the pre- 
ceding Chord, and it is reſolved by the Sixth to the ſame Note. 
We fpeak of it again in the following Chapter. 

We obſerve the Rule preſcribed to thoſe Notes that proceed by 
3 hirds at D and F, and, for a better Certainty, as to the Choice 
we are to make of the Chords in this Cale, obſerve. that the 
Notes in the firſt Part of the Bar are to carry perfect Chords, 
rather than thoſe in the ſecond or laſt Part of the Bar, on which 
the Chord of the Sixth is then ſuitable ; though one might give 
the perfect Chord to each of thoſe Notes, as we have done at &. 

The Concluſion, which is felt by the conſonant Interval at 
the End, obliges us to ſuit to its Key the Chords of all the pres 
ceding Notes in a diatonic Progreflion from H. | | 


AA riert - 


How to diſtinguiſi in a diatonic Progreſſion, whether the Me- 


lody refts or flops upon the Key-note, or its Governing- 
note. Oo 


JN order to diftinguifh, in a diatonic Progreſſion, if the Me- 
lody reſts upon a Key-note or a Governing-note, you need 
only to remember, that, in order to — from a Key- nete to its 
Governing- note, the Baſs aſcends a Fifth or deſeends a Fourth; 
and, from a Governing- note to the Key- note, the Baſs aſcends a 
Fourth or deſcends a 5 ifth. | | 
Now, if a diatonic Progreſſion exceeds that Compaſs, the 
Leading-note will then appear in the Baſs, or not; if it ap- 
pears, It will ſhew, at the ſame Time, the Key- note; if not, 
you may then be ſure that the Melody reſts upon the Govern- 


ing- note. 
EX AM. 
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Progreſſions that lead to the Governing- 0 „ Wo; 
note, where the Legading-note doth | Frogrefſions leading to the Key-note, 
| | | [ where the Leading-note appears. 


not appear. 


The Baſs, which #ſcehd? a whole Tone at 4, ſhews you the 

zoverning-note, and the Key-note at B, where the Baſs aſcends 
but a Semitone rf | 5 
Again, by whatever Note of the Key 4 diatonic Progreffion 
begins, the conſonant Interval between that Note ard that which 
Trecedes it, the Pauſe or Reſt that immediately follows, the whole 
Tones ard Setnitones that happen In. a diatomic Progfeſſion, an! 
the Interruption of this laſt Progreſſion by a conſonant Pro- 
Zreſſion, will certainly fhew you the Place: It is true, that the 
conſonant Interval which precedes a diatonic, doth not ſo clearly 
determine it, as that which follows 4 diatonic Progrèſſibn, as the 
Example in the preceding Article proves; but the whole Tones 
and Semitones that make up each Interval, in a diatonic Pro- 

reſſion, are fufficient of themſelves to put you in the Way of 
it: It is therefore proper to obſerve the Place which the Se- 
mitones occupy in each Mode or Key, as weli aſcending as de- 
teending, and to remember that the diatonic Progreſſion is fel - 
dom interrupted but after a Key-note, a Third, or a Govern- 
Ing-note z and if it ſhould be otherwiſe, as it ſometimes happens, 
certainly the conſonant Progreſſion that follows, as well as the 
above Rules on this Subject, will be ſufficient, ſo as not to be 
miſtaken. We already know what the Progreſſton of a Third; 
a Fourth, and a Fifth requires, as well aſcending as deſcending, 
and how the ſame Chord may ſometimes be repreſented by twp 
Notes of the Diſtance of a Third, according to the Progreſſion 
that follows: In ſhort; if you will but give due Attention to 
all that hath been ſaid on this Subject, and ſtick to Modulation, 
which is always to be our firſt Object, and obſerve the Relation 
of the Chords with the Progreſſion of the Baſs 3 and, if you, 
1 9 K the Whole with a fundamental Baſs, and take Notice of 
the Leading- note, which is a very great Help in this Caſe; it 
will be almoſt impoſſible to be miſtaken 3 fince, when once you 
have diſcovered the Chord, which a certain Note ought to bear, 
you have only to follow the Rule of the Octave from that Note, 
until that where the diatonic Progreſſion is interrupted. See 


Chap. XI. 
As to the Variety of Harmony which may be therein other- 


- wiſe introduced, it will be learnt by what follows, 
CHAP, 
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Of the Manner of practiſing the Seventh, upon every Nete of 
2 Key, in a diatonic Progreſſion, 
HE Key-note is the only one that ought always to appear 
with the perfe& Chord, whereas that of the Seventh may 
be given to all the other Notes, with this Difference, that, in 
a Progreſſion of a Fourth aſcending to a perfect Chord, or of 
a Seventh, all the Notes may be deemed Governing-notes, and 
may, in that Caſe, carry the Chord of the Seventh; but, in a 


diatonic Progreſſion, that Note which carries the Chord of a 
Seventh, muſt be divided into two, Parts, or muſt be repeated 


twice (which is very near the ſame Thing) in order that, upon 
the ſecond Part, it may carry that Chord of the Sixth which 1s 
ſuitable to it, according to the next following Note: And, in 
that Caſe, the Seventh muft always be prepared, ſaving the 


Firſt, which cannot be prepared according to the Progreſſion of 


the Baſs, : 
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A, B. I could have ſuited the Chords of theſe Notes, in a 
diatonic Progrefſion, to the Key which ſhews itſelf by the Con- 
eluſion that follows; but I may allo continue in the Key that 
precedes it, and upon the ſecond Part of the Key-note B | take 
the Chord ſuitable to the Key that follows. £45 

The Note at C ought naturally to bear the Chord of the 
great Sixth, which may be heard after that of the Seventh; bur, 
inſtead of reſolving that Seventh upon the Sixth to the ſame 
Note, we reſolve it by the Fourth to the following Note, be- 
cauſe the Chord of the ſinall Sixth, which this laſt Note bears, 
and that of the, great Sixth, which the Note at C ought to bear, 
are, in the Main, but one and the fame Chord: From hence 

| M proceeds 
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proceeds this Rule, that, when a Diſcord is uſed, we muſt not 
quit it without reſolving it; and, as the Note in the Baſs, by 
which this Diſcord ought. to be naturally reſolved, doth not 
always appear, you muff ſee if the following Note in the Baſs 
cannot bear a Chord made up of the {ame "Sounds that would 
compoſe the Chord by which the Diſcord ought to have been 


_ reſolved ; which we are going to explain. 


C HA p. XXVII. 


How one and the ſame Diſcord may be uſed in ſeveral 
Chords ſucceffively following upon different Notes, and how 
it may be reſolved 8 Notes that £0 to be foreign to . 


Purpoſe, 


T muſt be n that the Chord of the e is com- 
poſed of four different Notes, and that theſe Notes may be 
uſed one after the other in the Baſs, and that each of thoſe Notes 
will bear different Chords in Appearance, although they are but one 
and the ſame Chord (ſee Chap. Kell. ) ſo that having uſed a certain 
Diſcord in a Chord, which cannot be reſolved by the following 
Chord, you muſt ſee whether that ſame Diſcord cannot be uſed 
in the Chord to the following Toons and fo on, until you find 


that! it can be reſolved. 


„ 
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The i in the vanities A and B its; in the ma- 
jor Diſcord, which appears in the Firſt, and only the minor in 


the other. 

In the Chord of the ſmall Sixth 4, which is natural to the 
ſecond Note of the Key, there happens to be a Diſcord between 
the Third and the L ourth, which ought to be reſolved by 


making the Third to deſcend, which cannot be done upon the 
next Note; but the ſame Chord makes that of the Tritonus to 


this laſt Note, where the Diſcord cannot as yet be reſolved, 1 — 
thus 
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thus until the Note C, where the Diſcord is reſolved by de- 
ſcending upon the Third to C, and where tit may be obſerved, 
that the Note G, which bears the Chord of the Seventh, ſerves 
as a fundamental Note to theſe four different Chords; to that, 
when you meet with a Diſcord, you muſt always reduce it to 
its fundamental Chord, and ſeek afterwards in the Baſs that 
Note by which this Diſcord may be reſolved ; for, whilſt there 
appear in the Baſs but the ſame Notes contained in the Chord 
wherein that Diſcord is uſed, it is certain that it cannot be 
thereby reſolved, and one of the Notes of the Chord, whereby 
the Diſcord may be reſolved by deſcending if it be a minor 
Difcord, or by aſcending if it be a major Diſcord, muſt abſo- 
lutely - appear in the Baſs, which is eafily diſtinguiſhed after 
having reduced a Chord diflonant to its fundamental Note; 
which may be eafily done, by ſaying, If the fundamental Note 
to this fundamental Chord governs ſuch a Note, which is a 
Fourth above it; conſequently I muſt find that Note in the 
Baſs,” or at leaſt one of the Notes that compoſe its perfect 


Chord, or that of the Seventh, ſuppoſing that the Melody doth 


not reſt there; if you meet but with the Fifth, then that Fifth, 
or Governing- note, being the fundamental Note to the diſſo- 
nant Chord that appeared, muſt be divided into two Parts, if 
it be not repeated, in order that upon the ſecond Part it may 
bear the Chord derived from the Note that it governs. There 
is ſome ſmall Exception to be made to this laſt Rule, which 


will be explained elſewhere: 


From what hath been ſaid, it follows that if a Seventh is 
taken upon a Note that ought naturally to bear another Chord, 
in reſpe& to that which follows, or according to the Rule of 
the Octave, and that this Note hath not a ſufficient Length, 
or Value, to cauſe the Chord which is ſuitable to it to be heard; 
in that Caſe the next muſt bear the ſame Chord, according to 
the fundamental Note, that 1s to ſay, that the Notes, contained 
in the Chord to that ſame next Note, be thoſe of which the 
natural Chord to the firſt Note ought to have been compoſed ; 


ſce the following Example. 
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F undamental Baſs. 


The Chord of the ſmall Sixth, which the ſecond Note of the 


Keyf at A and D ought to beat, is found in that of the Tritonus, 
on the next Note after 4, and in that of the Seventh, on the 
next Note after D. „ | 

 - The Chord of the ſmall Sixth, which the ſixth Note at B 
ought naturally to bear in deſcending, is found in that of the 
great Sixth to the following Note. | 


The Seventh which is heard upon the Governing-note, is re- 


ſolved by the Sixth to that ſame Governing-note repeated at C; 
from hence ariſes that a Diſcord may be retolved by divers Con- 
ſonante, by reaſon that it is always regularly reſolved, provided 
it be by deſcending upon a Conſonant to the ſame Note that 


carried a Diſcord, or to the next Note, if that Diſcord be a 


Minor; for, if it be a major Diſcord, it will be reſolved by aſ- 
cending upon a Concord, or a conſonant Note. 25 
There is another obſervation to be made, which is, that if, 
according to the natural Sequence of Chords, you find yourſelf 
in a Manner obliged to give to a Note a Chord derived from 
the Chord to the next following Note, you ought in that Caſe 
to obſerve whether that firſt Note could not carry the Chord that 
governs the next Note; if ſo, it would be much better to give 
it this governing Chord, than that which in the Main would be 
but the ſame Chord to the next following Note, eſpecially when 
the Diſcord that is to be heard in this firſt Governing-note, may 
be prepared by a conſonant Note in the preceding Chord. 
A Sequence, or Succeſſion of Harmony, is nothing elſe but 
a Link or Chain of Keys and Governing-notes, the Derivatives 
of which you ought to know perfectly, in order to contrive it 
ſo, that one Chord may always govern the next; for a perfect 
Chord and its Derivatives do not govern any Thing, for after a 
perfect Chord you may remove to any other Chord, provided 
you Fren to the Rules of Modulation; but a diflonant Chord 
always 
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always governs the next Chord, according to our Examples of 


7, 7 and 6, 2, 4K, —, and 5H; and it is upon thoſe Occaſions 


that we ſhould be 5 careful to know and diſtinguiſh Deriva- 
tives, in order to give them a proper Sequence, though the ſe- 
veral Rules we have given for each Chord, and for each Pro- 
greſſion of the Baſs, are ſufficient to overcome theſe Difficulties, 


Example of the Preference that ought to be given to a Chord, 
3 in reſpect to that which follows, ITE 
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The ſecond Note 4 ought naturally to bear the Chord of the 
ſmall Sixth, derived from that of the Seventh to the Governing- 
note of the Key, which appears immediately afterwards 3 but, 
for a greater Variety, we ſhall obſerve that this ſecond Note 
governs that ſame Governing-note, and therefore we give it the 
proper Chord in that Caſe; and, though that Governing-note 
doth not immediately appear after B, yet it is plain that the 
Note which is between them, can carry but a Chord, derived 
from that of the Seventh to the Note at B; and conſequently 
the Note at B is to bear the Chord of the Seventh, eſpecially 
as the Seventh is therein prepared by a conſonant Note in the 
preceding Chord, OL | 

Obſerve that all our Rules have hitherto only regarded Har- 
mony, and that the Melody of each Part is therein limited, 
ſaving that of the Baſs, upon which this Harmony is grounded; 
therefore it will be proper to wait until you have attained to a 
thorough and perfect Knowledge of Harmony, before you pro- 
ceed to Melody, upon which «we ſhall treat, after having ex- 
-plained thoſe Licences that ſerve as an Ornament to Harmony 
by the Variety they introduce. | 
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CHAP, XXVII. 
Of Licences, and, fir, of the falſe or flying Cadence. 


Falſe or flying Cadence is a certain Progreſſion of the 
{A Baſs, which interrupts the Concluſion of a perfect Ca- 
dence; for if after the Chord of a Seventh upon the Govern- 
ing- note of the Key, inſtead of falling naturally upon the Key- 
note, you cauſe the Baſs to aſcend a whole Tone, or a Semitone, 
in that Caſe the perfect Cadence is interrupted, and the Seventh 
is thereby reſolved by the Fifth to that Note ſo aſcended, which 
in ſharp Keys aſcends a whole Tone, and in flat Keys, only a 


demitone. 


EEC 7 — — CIC : L 
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Falſe Cadence in 


a ſharp Key. 


In the perfect Chord that ends this Cadence, the Octave to 
the Third is heard preferably to that of the Baſs, which is con- 
trary to the — Order; but that proceeds rather from the 
falſe Progreſſion of the Baſs, than that of the Parts, wherein 
it is obſervable, that the minor Diſcord is always reſolved by 
deſcending, and the major by aſcending; and that this Third 
doubled repreſents the — Prone Sound that ought ta have 
been naturally heard; although, in ſharp Keys, we might de- 
ſcend upon the Octave to the Baſs, inſtead of aſcending upon the 


Third, as we have marked it by the Guide W ; but, in flat Keys, 


the Example muſt abſolutely be followed. 

We ſhall now invert the Chords that compoſe this falſe Ca- 
— in order to diſcoyer the Advantages that may be taken 
[FOIN it. | | | | | 
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"6 ax 7 Fach of theſe Baſſes be- 


ZETA — — ing placed under the other, 
—— I you will hear all the dif- 
K | R 1 ferent Chords that are fi- 
gured ; from whence may 
412 5b —— — = be deduced an agreeable 

: — . — Connexion of Harmony 
— men | n il and Melody, in a diatonic 


aſcending and deſcending. 
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When this Part ferves for Bass, 
the Part D 1s to be left out, and the 


— 
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laſt Notes; the ſame Thing is to be 
done in this, when the Part F ſerves 
for the Baſs, ee ee 


When this Part ſerves for Baſs, it 
muſt proceed in a diatonic Progreſs 
ſion until the End, and rather by 
aſcending than deſeending. 


4 g 
| 2 When this Part ſerves for a Baſs, 
G. I —— — the Part D is to be left out, by rea- 
Ell ſon that the irregular Cadence, 

| which the Part D makes againſt the 

6 6 Notes B C of the fundamental Baſs, 


4% 
S cannot be inverted by a Chord of 
12 — — 


a Seventh, or of a Second, upon the 
Continued Baſs. Pirſt of thoſe two Notes. 


„„ 


6 5 
111 —— In this Part the perfect Cadence 
ä — — is avoided from 4 to B, by the 
[(S Sixth's being added to the perfect 
A. B. C. = Chord at B; which prepares an ir- 
Fundamental Baſs. regular Cadence, avoided by adding 
the Seventh, in order to conclude by the perfect Chord. 
If the Fifth is left out of the Chord to the Note at B, you 
will tlien hear a falſe Cadence from A to B, as well as at H, 
in the Part G. | 5 | 
The Progreſſion of the upper Parts is limited by that of the 
continued Baſs ; but if you would uſe them as Baſſes, by Turns, 
you may then give them whatever Progreſſion you think g 
that is to ſay, the conſonant Progreſſion may be —— 
| iatonic 
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Part F is to be altered in the two 


#4 + % 
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Jiatonic Progreſſion, without altering the fundamental Harmony, 
and you will then ſuit to it the Progreſſion of the Parts above 


Wt, - | 

The Sixth may be taken upon the Second of two Notes that 
aſcend a whole Tone, or a Semitone, in a falſe Cadence; but 
then the Chord of the Seventh muſt not be uſed upon the Firſt 
of thoſe two Notes, by reaſon that Seventh could not be re- 
CST oe : r 

It appears by the Example, that the Concluſion of each Ca- 
donce may be interrupted by adding a Diſcord. to the Note that 
ends theſe Cadences, provided that Diſcord be prepared and re- 
ſolved according to the Progreſſion. of the fundamental Baſs, to 
which you muſt always haye Recourſe, to prevent a Miſtake ; 
for it is plain, that this Diſcord cannot be prepared at B, though 
it be good, becauſe the fundamental Baſs deſcends a Fourth, or 
aſcends a Fifth, which is the ſame Thing. 35 

The irregular Cadence may be reckoned amongſt the Licences, 
as well as the Diſcords that cannot be prepared; as when the 
fundamental Baſs aſcends a Third, a Fifth, or a Seventh, with 
all that proceeds by inverting theſe different Progreſſions; though 
what we call Licence, in this Cafe, is inſepatable from good 
Harmony; which is the Reaſon why we have choſen this Place 
to ſpeak of it, for the better inſtructing Beginners, | 
_ Beſides the Licences that the falſe Cadence can produce, by 
inverting it, there is a certain Succeſſion of Sixths, which is at- 
tributed to Taſte, and which Zarlino, Terxa parte, Cap. 61. Fol. 
291 and 292, ſtrictly forbids, ſaying that the ſeveral Fourths 
together, which are therein heard, make pretty near the ſame 
Effect as ſeveral Fifths, if the Chords be 1nyerted. according to 
the Example which he gives. Nevertheleſs it is plain, that, ac- 
cording to our Rules, this Succeſſion of Sixths proceeds from 
the falſe Cadence, and from the Liberty we have of not preparing 
a Diſcord in fundamental Progreſſions of the Baſs aſcending a 
Third, a Fifth, or a Seventh, Ss 
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at J; this Sixth preparing an irregular Cadence, which 1s likewiſe 


avoided' by adding the Seventh at B, where the perfect Cadence 


is 3 and concluded upon the laſt Note. 


f the two upper Parts were inverted, you will then hear as 
many Fifths as there are Fourths; but the Infipidity of. ſeveral 


Fifths is ſo much diminiſhed, by. inverting them, that we are 

t to attribute to the Fourths what concerns only the Fifth and 
the Odaye. A 05 x : 1 | 25 0 * £7 OY. Re be 1. 
The Seventh is ſometimes by Licence joined with the Sixth, 
which creates a very .harſh Chord; and the only Reaſon why 


it can be tolerated, js, that it is uſed as a patling Chord, and the 


harſh Sounds therein are heard in the preceding 'and following 
Chords 
but by Suppofition. k 
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Each Bar repreſents a falſe Cadence, excepting the Penultima, 
which , repreſents a perfect Cadence, avoided by adding a Sixth 


and tlie Note of the Baſs, in this Caſe, can be admitted 
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CHAP. XXIX 
Of the Chord of the extreme ſharp Fifth. 


E muſt alſo treat of certain Chords that are introduced 
by Licence; and, firſt, of the extreme 2 Fifth, we 

ſay that it can never be uſed but upon the Third in flat Keys. 
This Chord, properly fpeaking, is no ot than the Seventh 
to the Governing-note of a Key, under which is added a fifth 


Sound, at the Diftance of a Third, | | 


= © op 

Mrs = 1 It is not in the Sound 

3 sound 2 q a 1 © added, that you muſt ſeek 
the fundamental Note of 

this Chord. 


— 
© 
7 Chord of the extreme 
8 ; ſharp Fifth. 


0 
PER” TONER — 


This Chord hath for its fundamental Note the Governing- 
note of the Key, and will always follow its uſual Progreſſion; the 
major Diſcord will aſcend, and the minor will deſcend, and the 
Whole will be reſolved by the perfe& Chord to the Key-note ; 
whilſt the Sound added will afterwards make a Part in that perſect 
Chord, or will deſcend upon that ſame Key- note. 


E T1 1 i 


* 
dns 
2 ua : r —— 
* Sr 
e 1 4 


3 —— . I TI GL ERTIES Gs A AS 2" 

Wn — - — ] — _ — 

PEAK? * r bf 1 oro 8 > 8 1 

—— Nn p e On oF 8 3 48 — — So * c 
= ww 3 K 5 2 - * 27 . 


*. r eee AE e e * 
DDr eee WE IEG, 
— 9 - * ä p * 


to much Licence, 
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— =] This Chord muſt be prepares by that 


of the Seventh to the Note that governs 
the Goyerning-note of the Key, wherein 
it appears, that the ſecond Note, which, 
in this Caſe, governs the Governing- 
5 5 note of the Key, afeends but a Semi- 
tone, inftead of aſcending. a Fourth, 
LA=SZEEEIIESTY whilh, in the other Parts, you will hear 
only the Chord of the Seventh to the Governing- note of the 
Key, which is afterwards reſolved according to our Rules. 
This Chord is ſometimes uſed, in order to avoid. a Cadence, 
by cauſing the Governing-note of the Key to aſcend a Semitone 
upon this Sound added, which, from a Exth Note, becomes a 
Third, by reaſon of the Alteration of the Key, and by the 
Means of a new Leading-note, which the extreme ſharp Fifth 
Creates, oe No | 
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— 


D 
This Chord is alſo prepared by that from which it is derived. 
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ESE 


When yau compoſe in four Parts, 
you are at Liberty to place in the 
upper Part the Notes marked by the 
Guides in the Room of the others, 
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There are ſome who ſometimes prepare it by the Fifth to the 
ſame Note, or by the flat Sixth to the Note which is a Semi- 
tone below it, or by the Chords derived from that of the Seventh 
ch is but a Semitone below; but that is taking 


CHAP. 


to the Note, whi 


23. J 
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CHAP. XXX. 


Of the Chord of the Ninth. = 


HIS Chord differs from the preceding Chord, only in the 
1 Fifth, which was ſharp in the other, and which in this 
Chord ought to be perfect; or rather in the Third to the funda» 
mental Sound, which in this Chord is flat, and in the other 
ſharp; ſo that, if we take a Chord of a Seventh to a Governing- 
note with a flat Third, we ſhall make that of a Ninth by adding 
a Note, a Third below that Governing-note,- | 


„ | 
Jana, prone = kao” 2 <1 
=== = 
— A Governing- note. — os A Governing-note, 


l Sound added. F Sound added. 
Chord of the extreme ſharp Fifth Chord of a Ninth. 


It is neceſſary to take Notice, that all Chords by Suppoſition, 


ſuch as the extreme ſharp Fifth, that of the Eleventh, and that 


of the extreme ſharp Seventh (we ſhall ſpeak of theſe two laſt 
Chords in the following Chapter) derive from the Chord of a 
Seventh to a Governing- note, becauſe, by this Manner, you 
immediately know how theſe Chords are to be prepared and re- 
ſolved; ſo that, by the Means of a fundamental Baſs, you will 
tee how the Whole anſwers to our Rules of Sevenths, See the 
following Example. | 


„ 


. — . | — ——— 
— m ak BEGS Ur Wart ror | . 
Continued Baſs. 

. 1 7 _ 1. 


Fundamental Baff. 


2 r . 


/ 


|; Principles of Compoſition. 


y | Continued Baſs 
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Fundamental Baſs, 


All thoſe Noter i in the 3 Baſs that carry Ninths, or 


. Tharp Fifths, are to be left out when the fundamental Baſs is 


made uſe of, otherwiſe the Notes in the fundamental: Bafs ought 
to bo above tiwſe that are figured by a , or a 5; becauſe the 


Sound in the fundamental Baſs, which in that Caſe is ſuppoſed, 


cannot be heard but above that which ſuppoſes it. 

+ Thoſe Notes that carry Ninths and ſharp Fifths, may either 
aan a Third, as it is marked in the Guides, or remain upon 
the fame Degree; for which Reaſon the Ninth may be reſolved 

two Ways, viz. by the Octave, when the Baſs remains upon the 
ſame Degree, and by the Third, when it deſcends a Third; in 
which Caſe it may be obſerved, that the Seventh is then reſolved 
by the Octave, as we ſhall ſhew hereafter. 

There are ſome that hold that the Ninth may he reſolved by 
the Fifth, by cauſing the Baſs to aſcend a Fourth; but the Har- 


mony that proceeds from it ſeems improper : Therefore we ſhall 
leave it to the Diſcretion of Compoſers of a good Taſte, 


om of the Ninth reſokved by the Fifth. 


It might rather- be reſolved 
by the Sixth, by cauſing the 
Bas to aſcend a Third; by 
- reaſon that, in this Caſe, the 
fundamental Harmony would 
not be altered. See the Guides 
in the other Example. 
All minor Diſcords by Sup- 
poſition abſolutely require to 


be prepared, ſo that as 100n as you fee that the Ninth can be 
prepared 
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prepared 4 a conſonant Note in the N Chord (provided 
K this Caſe the Baſs aſcends a Second or a Fourth) you may 


practiſe it by reſolving it afterwards according to the Method 


work by the Example, and without going wide of true 


odulation. 


The Seventh, which may always accompany the Ninth, onght 


not to be added to it, unleſs it be prepared by a Concord or 
conſonant Note in the Brom Chord. 


Obſerve alſo in this Place that minor Diſcords by Suppoſition 
may be prepared by another common Diſcord, ſuch as the Se- 


venth, or by the falſe Fifth; and that proceeds by reaſon that 


theſe laſt Diſcords are contained in the ſame fundamental Chord, 


having already obſerved at Chapter XII. that one and the ſane 


Note may create ſeveral Diſcords OPT NN hen they 1 


from the ſame fundamental Chord. 
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F undamental Baſs. 


The Notes A of the comrimied Baſs carry Chords devived from | 
the fundamental Baſs ; the like. of the Notes B; if then we may 


hear Piſcords by Suppoſition after another Diſcord, and if. it be 
true, that a Diſcord is to be preceded and followed by a Con- 


cord, we muſt conclude, in en that this Rule may hold good, 


that ſeveral Diſcords chat are heard following upon the ſame 
Degree, are not ſuch in Effect, but that they all proceed from 
the firſt Difcord which is the Seventh, the fundamental Chord 
of which doth not change until the Expiration of theſe; ſeveral 
Diſcords in Appearance upon a Concord, as it is obſervable in 
the Example, and as it really is; ſee Chap. XV. how the ela- 
venth: eres W all * prepared by the inte F ifth, | 
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tog l of Compoitidni, 
25 EHU. Xxx), 
oe the Chord of the Eleventh, otherwiſe called the Fuurth, 


12 _ w _ Eleventh is compoſed of ſive Sonnds, ch us 


- ws wi where it 1s ſeen, that the Sound added is 


48 
a Fifth below that which ſerves as a fundamental Note to the 


Chord of the Seventh. 
This Chord is ſeldom uſed, by reaſon! of its extreme Harſh- 
neſs, there being three minor Diſcords in its 
4 . E, 6, 1 Conſtruction, as aPpe ars by the Numbers 
5 1, 9, II, 7, 9, 11. Yet the 
I, 3, 5 7, ] reaſon that three Concords, or conſonant Notes, 
in the preceding Chord, prepare theſe three 
Diſcords, by keeping on th ſame Degree; but they muſt not 
be reſolved all three at once, by reaſon that, as they are minor 
Difcords, and muſt deſcend, one could not avoid two Fifths to 


follow in the Parts; ſo that you inuft firſt reſolve the moſt 


hatſh,- which are the Eleventh and Ninth, and afterwards the 
Seventh. 
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This is Examp le ſhews that the Progreſſion of the continued 
8 is the — as that on which a Ninth is taken, in reſpect to 
aration of that Ninth and Eleventh; but, to reſolve the 

— ou will always do well to let the Baſs remain upon 
2 that the Seventh may afterwards be 


| the fame. de 
heard ; though one might make it aſcend a Third, as it is marked 


by 


ractice of it is eaſy, by 
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by the Guides in the Baſs, in which Caſe, the Chord of the 
great Sixth, derived from that of the Seventh to the Note that 
Temains upon the ſame Degree, would be heard. | 

The Guides in the upper Part ſhew the fifth Sound with which 
this Chord is not always filled up, eſpecially when you compoſe 
but in four Parts, being at Liberty to place this fifth Sound in 
Lieu of any one of the others, provided it be not a Diſcord ; or 
if it be, it ſhould be at leaft prepared. 

We here ſpeak of the true Chord of the Eleventh in its full 
Conſtruction, but its extreme harſhneſs obliges us to leave out 
the major part of the Sounds that compoſe it, according to what 
we have ſaid at Chap. XV. and for that Reaſon we may call it 
heteroclite ; by which means it is rendered more ſoft and agree- 
able, and for this Reaſon it is but ſparingly ufed in all its Fulneſs, 
though it furniſheth us with agrecable Suſpenſions of Harmon 


and Melody, when uſed properly; ſee the following Example, 
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To follow the Cuſtom, we figure this Chord only with a 4, 
when it is hcteroclite ; and, when it is filled up with all its 
| : | O | Sounds, Hy 
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Sounds, we add to it a q, thus — or —; this Chord, when it is 
a. 9 at | | 
| heteroclite, is ſometimes accompanied with the Seventh, and 
| 7 4 3 
then it is figured thus —, or —, _ 
| 45S 1 1 | 
It is certain that the Chords by Suppoſition ſerve only to ſuſ- 
pend the'Sounds that ought naturally to be heard ; which may be 


obſerved between A and B, where the Sounds A keep in Suſpence 
thoſe of B, which naturally ought to have been heard : You will 


find it every-where the ſame, when thoſe Chords are uſed, by 


comparing them with the continued Baſs, and not with the fun- 


damental Baſs, which always repreſents to us a perfect Harmony. 


CHAP. XXXI. 
Of the Chord of the extreme ſharp Seventh. 
ru Chord of che extreme ſharp Seventh differs from tit 


of the Eleventh. only in the Third to the fundamental 


Sound, which in this Chord is major, and in the other is minor. 
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| Chord of the extreme na Chord of the Eleventh. 
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This Chord is never uſed but upon the Key-note, and is to be 


preceded and followed by the perſect Chord to that ſame Note. 
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_—_ ———— 5 The Sounds 4 keep i in Suſpence 


thoſe of B, and theſe Strokes (7) 
, | ſhew the natural Progreſſion of 
4. = the Sounds 4. 


The Sound that makes the 
ſharp Seventh is often left out of 


| ſcends a whole T one, or a Semi- 
1 7.X 8 It tone, 
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This Chord is figured with a 2, by reaſon that it is oper as 
the Second; but, as the Fifth and Fourth meet therein, this 
Fourth cannot be otherwiſe taken but for a Diſcord by Suppo- 
fition, and, in Effect, we ſee that this Chord repreſents the Ele- 
venth, or the ſharp Seventh, out of which the Sound, that im- 
mediately appears afterwards in the Baſs at D, jede out, be- 


cauſe that Sound doth not do well to be doubled. 


CHAP. 


* Continued Baſs. this Chord, when the Baſs de- 
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108 Principles of Compaſiti on. 
CHAP. XXXIII. 


O the Chord of the extreme ſharp Second, and of its 
| Derivatives. 5 


N X YE fay that the Chord of the extreme ſharp Second and. 
its Derivatives are borrowed Chords, by. reaſon, that the 


| Governing Note lends her Fundametital to the fixth Note of flat 


its Derivatives proceed, a3 thus, = 


1-4 —S— 44 
Inſtead of | DES * We find 


—ů — — 


Chord of the Seventh. Chord of the extreme ſharp Second. 


verning-note of a Key, you are no longer maſter of the Conti- 
nuation of Harmony, which muſt entirely be anſwerable to this 
Chord of the Seventh; therefore, the perte& Chord to the Key- 
note, is equally to foliow one or the other Chord, See the fol- 
lowing Example. => | I | 
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Keys, from whence this Chord of the extreme ſharp Second and 
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There happen in theſe borrowed Chords two major Diſcords 
and two minor, of which thoſe that are foreign, proceed from 


, 


the Alteration . of the fifth Note of the Key to the fixrh Note, 
where it appears that the minor Diſcords always deſcend, and 
the foreign major Difcord doth not always aſcend, as it ought 
to do, if it was a Leading-notez ſee the Guide H, where you 
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can make that Diſcord major to aſcend, as it ought to do, when 


* - « 


the minor Diſcord C or A happen to be in the Bals. 
Obſerye, that the difference between theſe two Examples con- 
conſiſts only in the Sixth inſtead of the Fifth 4, and that the 
Succeſſion of the Diſcords in one and the other Examples is the 
lame, without altering the Modulation. | | 
From this Chord of the extreme ſharp Second, proceeding 


krom the Alteration of the Fifth inte the Sixth, ariſes the like 


Difference 


er 


YOU EE Le 2 MI Ds AH A 92 Nb 8, BEE TIRES pang ore I —— WY hg — 8 2 es” Laney Xe 8 
£4 WY * _ a , a * 
8 —— 4 r 22 . a 1 2 — , a 2 


2 * 
WITTE) 
— 


£ 3 e 


145: Printiples of Compoſition: 


Difference in all the Chords derived: from that of the Seventh 
to a Governing-note of a Key. 

If the Leading-note is to carry the Chord of the falſe Fifth, 
that of the extreme flat Seventh, which happens therein, pro- 
ceeds from that Alteration, by placing a 7 againſt it. inſtead 
of the Sixth B. „ 5 

Likewiſe the flat Third is added to the Chord of the Tritonus, 
to a Fourth Note inſtead of the Second C. 

"The falſe Fifth is added to the Chord of the great Sixth, to a 
ſecond” Note inſtead. of the Fourth D. » | 
The Fourth is added to the Chord of the extreme ſharp Fifth, 

to 4 third Note in Lieu of the Third F. 5 

The flat Sixth is added to the Chord of the extreme ſharp 
Seventh, to a Key-note inſtead of the. Fifth G. | 

In örder to have a better and clearer Idea of this Difference, 


you muſt take the four uppermoſt Baſſes, ſo that they may 


ferve as Baſſes to each other by Turns, whilſt the other Parts 
ſerve as Trebles. As to the two lowermoſt Baſſes, it is known 
that the Chords by Suppoſition, which they carry, hinder them 
from ſerving as Trebles, each being to be heard r e with 
the 2 upper Parts, for they would not have ai good Effect 
together. | | . 

You may make the new minor Diſcord to deſcend, in which 
Caſe the Chord of- the Seventh to the Governing-note of the 


Key ſubſiſts afterwards in all its natural Conſtruction. 
% FE 


el dts Zþ 


The Leading-note may aſcend in thoſe Chords only that can 
be inverted, and not'in the two laſt which are by Suppofition; 
but, having made it to aſcend, it muſt afterwards take its Place 
in the Chord of the Seventh, to the Fifth of the Key. 
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All theſe borrowed Chords, and that of the extreme ſharp Fifth, 
cannot be uſed but in flat Keys, each of theſe Chords having a 
particular Note affected in the Baſs, which never alters, ang 
which we ſhall more fully explain jn Clup. RRYY, 


CHAP. XXXIV. 


Of Chromatic, 


romatic conſiſts in a Sueceſſion, or Continuation of Me- 
lody, that proceeds by Semitones, as well in aſcending as 
ending; which produces a ſurprifing Effect in Harmony, by 
reaſon the greateſt Part of theſe Semitones, that are not in a 
diatonic Order, cauſe at every Inſtant ſome Diſcords that ſuſ- 
pend or interrupt a Concluſion, and give a Facility of filling up 
the Chords with all their Sounds, without altering the diatonic 
Order of the upper Parts. 

Chromatic is chiefly uſed in flat Keys, and is more difficult 


to comprehend, when the Parts deſcend, than when they 
aſcend, | 


ART 
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ARTICLE I 


Of Chromatic deſcending. 
W HEN you have begun in a chromatic Manner in 
certain Key, by making any one of the Parts to deſcend 
by Semitones, you may continue it throughout the Key upon 
its Goyerning-note, and more particularly upon its Fourth, the 
Key-note becoming in this laſt Caſe a Governing- note; and 
thus, by a Sort of a Chain, each Key-note may become a Go- 
verning-note to the Key you remove into; nevertheleſs, you 
muſt not go too wide of the firſt Key, for, as ſoon as you 
find Room to return into it, it will be proper to do it. 
By Means of the Leading-notes, which become ſucceſſively 
Governing- notes, you may acquire the Knowledge of Chro- 
Matic, | : . 
After we have paſſed from the Key- note to its Fifth, we 
return back again to the Key-note by making it a Governing- 
note ; and thus by following the Rule of Sevenths (ſee Chap. 
XXI.) and making the upper Parts to proceed by as many Se- 
mitones as poſſible (each of theſe Semitones making againſt the 
fundamental Baſs, the Third, or the Seventh, or ſometimes the 
falſe Fifth to the Note, which nevertheleſs bears a Chord of the 
Seventh) you will find 'that the Difference between the Chro- 
matic and our common Rules conſiſts but in the Leading-note, 
which in this Caſe may deſcend a Semitone, whereas it ought 
always to aſcend; but the Note or Sound, to whig it ought 
to aſcend, is always underſtood in the Chord, and it is but 
= reſpe& of the Chromatic only, that we may take this Li- 
rty. . | | 
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Fundamental Baſs of Sevenths> —— — 


If all theſe Parts, excepting the fundamental Baſs, are uſed as 
Baſſes by Turns, you will find a Succeſſion of Sevenths and Sixes, 
like thoſe derived from a fundamental Progreſſion of Sevenths, 
with the Difference of the Chromatic which is therein uſed ; you 
will * ſee how the Tritonus and falſe Fifth take the Place of 2 


and —, and how theſe Intervals ſerve for the Reſolution of each 


5 | 
other, by Means of the Chromatic ; 2 deſcending 
wg inſtead of aſcending, ſaving at the End. 

ere follows another Manger of practifing the Chromatic upon 
a Key, or Holding-note, 
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The 8 note being frequently uſed in Chromatic, conſe. 
quently you may uſe all the Chords wherein the Diſcord major is 
heard, as thoſe in the above Example; as alſo that of the extreme 
-ſharp Second, its Derivatives, and eff pecially that of the extreme 
ſharp Fifth, when you are minded to avoid a Cadence ; fee 


Chap. XXIX. where the Leading - note deſcends a Semitone. 
As you ought at preſent to know the Compoſition of all the ex- 


treme ſharp and flat Chords, the horrowed Chords, and thoſe by 
Suppoſition, you may make Uſe of them, wherever you feel. the 


. Sys may take Place; nevertheleſs, uſing now and then 


he perfect Chord, and that of the Seventh and their Derivatives, 
and keeping as wuch as may be a 3 Order in the upper 
ar ts. . ap of 5 4 


A R T:40 L E II. 
of Chromatic aſcend WW. 
H E Chromatic may alſo he prac̃tiſed by aſcending, but ek 


it has not the Sorrowfulneſs of the firſt, and the Harmony 
It * unites . 7 Well with the Fundamental. 
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of t Part aſcending - and deſetmling at the fone Time 
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The thtee upper Parts 7s may be inverted, — ferve ay + Baſſes re- 
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* Obſerve that alt theſe! Semitones that are uſed in Chromatic, | 8 
conſiſt but in the ſixth and ſeventh Note of the Key, by reaſon hs 
that in flat Keys, the Leading- note being to be flattened a Semi- mi 
tone; ir! order to deſcend; and the ſixth Note to be ſharpened a . 
Semitone, in ordèr to aſécchd 3 We may make thoſe Notes paſs a8 
upon one and the other Interval, as well in aſcending as deſcending. ; fr 

We ſhall add that Chromatic may be practiſed in ſharp Keys, 

upon the ſharp Third to a Gorerning-note, which afterwards be- C: 
comes a Seventh to another Governing-note, by deſcending a Se- fn 
mitone; or elſe by making the fourth Note to aſcend a Semitone Re 
upon a Leading- note to a freſh Key. ” * 
| the 
Pa 


CHAP. 


Principles of Compoſition. . wy 
> STAT; oxy; 
| Of the Mamer of practiſing all that hath been hitherto ſaid. 
"IEICE 
1 Of the Progreſſion of the Baſs, | 
* OU muſt begin by compoſing a Baſs in a familiar Key, 


from which you may remove to others equally familiar, ac- 
carding to what we have ſaid at Chap. XXIV. This Baſs is to be 
filled up with perfect Cadences, as often as may be; for it is the 
natural Progreſſion of the Baſs to proceed rather by conſonant than 
_ diatonic Intervals; the falſe Cadence and the irregular ought not 
to be uſed until you know how to uſe them properly, either to 
avoid too frequent perfe& Cadences (which is a Yarn very pro- 
per in this Caſe) or to reſt the Melody or Air upon a Governing- 
note, or even upon a Key- note, by Means of the irregular Ca- 
dence, which is another Variety that keeps the Ear in an agreea- 
C757 TT | | 
Lou muſt alſo endeavour to introduce in your Baſs thoſe Pro- 
eſſions that create a Continvation of Harmony, derived from 
at of the different Cadences, according to the Examples we 
have given, not forgetting the Progreffions of 7, 7 and 6, 2 and 
6, 5 and 4X, 2K, 9, 11, 5, and 7X. 1 EF ? 

As fome Compoſers (being doubtful of their Capacity) will be 
afraid that their Baſſes are not well compoſed, we ſhall obſerve, 
that (if they have not that natural Taſte for immediately invent- 
ing divers Airs, or Melody, that are always agreeable) they will 
never err by making the Baſs to proceed indifferently upon all the 
Notes of a Key, by preferring the ſmalleſt Intervals to the great- 
eſt, that is tofay, by aſcending a Thitd, rather than to deſcend a 
Sixth, Sc, and remembering that the Leading-note muſt always 
be followed þy the Key-note, excepting in Chromatic ; that you 
muſt make . hee org before you remove into another Key, 
and proceed in this new Key, pretty near in the ſame Manner 
as in the other, and thus from Key to Key, according to the In- 
flructions in Chap. XIII. XIV. XV. XVI. XXIV. and XXV. 

Again, as the Note that ends the perfect, falſe, or irregular 
Cadence, is to be heard upon the firſt Note, or Part of the Mea- 
ſure or Bar, you muſt compoſe a Baſs in ſuch a Manner, as this 
Regularity may be. therein obſerved ; and in caſe at the firſt Ca- 
dence it foul happen otherwiſe, and that you would not alter 
the Air of the Baſs, you need only to begin it upon another 
Part of the Bar, that is to ſay, that, if it was begun by I 

. | | | art, 
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Part, ou ma begin it by the Second or Third ; or, if it was 
begun by the Second, Bf pow need only to begin it by the Firſt, 
We and, if this ſhould happen in the; middle of à Piece, you 
muſt then either add or leave out one or two Notes, according 
as the Caſe is, and obſerving that the Cadences be heard every 
two or four Bars; though you may treſpaſs upon this Rule when 
ood Taſte directs you, or when you are obliged to it by the 
Words that you ſet to Mufic, which then are to ve our Guide, 


ARTICLE H. 


How oe and difſonant Chords, Concords, and Dif: 


. Tords are to he uſed. 


HE perf Chord i is to be uſed at the Beginn eke and at 

the ncluſion, and for all middle Cloſes or Cadences; i 

ID alſo be uſed in a diatonic Progreſſion of the Baſs, 28 well as 

erivatives, which the Chords of the Sixth, and Six and 

Four, obſerving in the like Pro greſſions, that the conſonant and 
8 


diſſonant are as it were pO aved one into the 2 . 


G the Example of the Octave, Chap. XI. and that of the Sixths, 


XVI. You muſt alſo contrive it, * Ml. Diſcords be 
prepared and reſolved according to the Rules, © not mw 
quire a great Attention, when you fully l a 0 oh Sueceffion 
of Chords; beſides, you already know that they ought not to be 
1 after a perfect Chord to the Key - note only, or upon its 

erivatives, provided that the Key doth not alter; though it 
might be done when the Baſs aſcends a Third, in . to de- 


| — a Fifth ad alhermande. 5 


EXAMPLE. 


A * 0 


"Wien the Baſs aſcends a Third, in order to deſcend 2 Fifth, 


and the Key changes, if the firſt Key be ſharp, that into which 

ou remove is flat 4; and on the contrary, if the firſt Key is 
Hat, then the Second is ſharp B; the Strokes that go from one 
Note to the other, ſhew how the Diſcord is not prepared, and the 


Progreſſion of the upper Part in that Caſe ought to follow. 


You 


"o- > 2 <9 bo wo 
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prepare and reſolve this Diſcord. 
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Von may invert theſe fundamental Progreſſions, and uſe them 


with Diſeretion. | - | | 

You ought not as yet to alter the diatonic Order of the upper 
Parts, unleſs it be for the better completing a Chord, or for re- 
placing a Part above the Baſs, or in its natural Place; and you 
muſt in this Caſe avoid uſing two Oftayes, or two Fifths, toge- 


ther, unleſs they be reverſed. 


Thoſe Parts that aſcend or deſcend together, are to be diſpoſed 
by Thirds or Sixes, and as little as may be by Fourths, never by 
the Octave or Fifth; that is to ſay, whatever Parts make toge- 
ther a Third, or a Sixth, may make the like again in the follow- 
ing Chord, and fo on. Es —B 

Vhen one Part afcends or deſcends diatonically, whilft another 
proceeds by a conſonant Interval, that is always good, until we 
give a fuller Explanation. | 

Remember, that the Succeſſion of Chords contained in a Key 


3s the fame in all other Keys. 


ARTICLE IM. 


Of major Diſcords proceeding from the Leading-note, and 
of thoſe Notes on which they are uſed. 


. THE Tritonus is never uſed but upon the fourth Note, when 


that Note deſcends upon the Third, or upon the Key- 
note, . 
2. The falſe Fifth is never uſed hut upon the Leading- note, or 
ſharp Seventh, when that Note afterwards aſcends to the Key- 
note, or ſometimes to its Third. | 

3. The ſmall fixth Major is never uſed but upon the ſecond 


Note of the Key ; and, when it is Minor, then it is generally uſed 


upon the fixth Note. | | : 
4. The ſharp Third cannot be uſed with the Seventh, making 
between themſelves an Interval of a Tritonus, or a falſe Fifth, 
but upon the Goyerning-note or Fifth of the Key, "Theſe fous 
Diſcords are the moſt in Uſe. 
5. The extreme ſharp Seventh is never uſed but upon the 
Key-note, which continues upon the fame Degree, in order to 


6. The extreme ſharp Fifth is never uſed but upon the Third 


j 


in flat Keys. 5 3 3 | 
7. The extreme ſharp Second is never uſed but only upon the 
fixth Note in flat Keys, and this Note muſt afterwards —_— | 
Ng en "The 
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8. The extreme flat Seventh is never uſed but upon the Lead. 
ing- note, or ſharp Seventh, after which this Note is to aſcend. , 
9. The other Diſcords that derive from theſe two laſt, are vſed 

upon the ſame Notes, wherein the Chords differ from the Go- 
verning- note to the Sixth in flat Keys only. 5 

Sometimes the Tritonus happens upon another Note thati the 
Fourth, and the falſe Fifth upon another Note than the Lead- 
ing- note; but then, and in that Caſe, thoſe Intervals are no longer 
the Obje& of the Chord, they ſerving only as an Accompani- 
ment; and it is the Modulation that cauſes that Alteration in 
the ſame Manner, as in the Progreſſion of Sevenths, where ſome 


are altered, and are not in their true and juſt Proportion; there- 


fore you muſt never take any Notice of this Alteration, when 
you know the Chord that ought to be uſed, and the Key you 
are in; for it is the ſucceſſive Degrees of a natural Voice, con- 
tained in the Compaſs of the Octave of the Key, or Mode that 
you are in, that decides the Juſtneſs, or the Alteration of an In« 
terval that makes a Part of the Chord. 


ARTICLE iv. 
Of minor Diſcords. 


I; THE eleventh Heteroclite, otherwiſe called the Fourth, may 
| be uſed upon all ſuch Notes as bear the perfect Chord, 
or the Seventh, provided that theſe laſt do immediately follow 
ſaying out of this Rule the firſt and laſt Note of a Piece; and 
in. this Manner it will always be found prepared by obſerving 
two Things. ; 
- Firſt, That if you fall upon a perfect Chord, after one of its 
Derivatives, theſe two Chords being but the ſame, the Eleventh 
cannot then be heard. GE | 
The Second is, To give always. the Sixth to the Note that 
aſcends a Third upon that on which you take the Eleventh. ' . 


2. The Seventh, where the Diſcord major is not heard, chuſes 


to be prepared by the Octave, by the Fifth, by the Sixth, by the 
Third, and even by the Fourth, which is a Concard, or a con- 
ſonant Note, proceeding from the Chord of the Sixth and Fourth 
to a Governing-note of a Key, according to the different Pro- 
greſhons of the Bals.. - OE OR SE 

3. The Ninth muſt always be prepared by the Third, or by 
the Fifth, according to the n of the Baſs; it may alſo 
be prepared by the falſe Fiſth, | ak: | : 
* | | ED WY a The 
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as that of the Baſs. 
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4. The Eleventh muſt likewiſe be prepared by the Fifth, and 


ſometimes by the Seventh, but this paringhy's when it is hetero- 
clite, it may be prepared by all the Concords, or conſonant 
Notes, and even by the Seventh, and by the falſe Fifth. + 

5. The Second which is prepared in the Baſs, may be prece- 
ded in the Treble by any one of the Concords, whilſt the Baſs 
remains upon the ſame Degree. VVV 

To conclude, all Diſcords are to be reſolved, as hath been ſaid; 
you may leave out of the diſſonant Chords one of the two Sounds 
that create between themſelves the Diſcord, and only take the 


perfect Chord, or one of its Derivatives, 
$52 GITECLN 
Of thoſe 8 or conſonant Notes, that are to be pre- 
ferred, when they are to be doubled. 
_ E have only to take the Conſonants in their Order of 


Perfection, thus, the Octave, the Fifth, the Fourth, the 
Third, and the Sixth, in order to know that the Octave is to be 


preferred to the Fifth, and fo on; obferving that it is already 


a Replicate, and that, in the conſonant Chord of the Sixth, the 
Octave to the Third, or to the Sixth, is as proper, and as good, 


ARTICLE VI. 
Of Meaſure, or Time. 


USICK without a Movement loſes all its Grace ; 


| M therefore it 1s not enough to apply to the Compoſition of 
:hords onl 


„ but you muſt alſo endeavour to give to each Part 

a certain Movement, wherein may be diſtinguiſhed a Czſure, a 
Section, a Cadence, a Syllable, of the Length of a Breve, and 
the Places where the Diſcord is to be uſed ; the Whole to be 
ade ſenſible and obſervable, immediately upon the firſt Part of 
e Bar (ſee Chap. I.) 5 | J | 


ARTICLE vi. 


Of Syncopation, or of a Driving-note, 


IN order to follow the natural Order of the Meaſure, it muſt 
be ſo contrived, that the Value of each Note de begin and 
. | | end, 


7 E 
n 7 7 


5 Printiples of Compoſition. 
end; within the Space of each Part or Diviſion of the Bar; yet 
à Note that begins immediately upon the accented. Part of the: c 
Bar, may remain upon the ſame Degree, as long as Tafte will 
rmit, whether the Sound be laſting or not; but as ſoon as a. 
ots begins upon the unaccented Part of the Bar, and one half of 
its Value is heard upon the firſt Part or Diviſion: of the next Bar, 
that cauſes a Shock to the Ear, and, in that Caſe, that Note is 
ſaid to be ſyncoped, and is called à Driving-note. And there are 
four ſever { Ways of uſing it; the firſt Way is when the Note 
is divided by the Bar into two equal Parts, thus,  - 


al oa. 1 2 


The fecond Way is, when two Notes together of an equal 
Value, and upon the ſame Space or Degree, are bound by a Se- 
micireie thus , or A, which ſhews. that the Sound of thoſe - 
two Notes is to be laſting, ST 


- 


S K 


„E. T „ I N Li 2 


7 


e 
uin. i wok 8 0 
- il —— 


"> $ 2 yy 
yt. OD. F< © #1 


The third Way is when a Note 1s preceded by another, which 

is but of the Value of a Moiety, or half of one Part of the Bar, 
or when it is preceded by a Character which denotes a Reſt of the 
like Value, ſuppoſing that this Notg ſo preceded anticipates upon 


the next following. Part of the Bar., eee, | 
ZE. 4 Md oe Be ont iris i. MW | 
| * ; | : 5 . 


kk Dir > ©: 5; toi 1 > 
92. $ 
The Notes 4, B, C, D, F, G, H, J, are ſyncoped., | | 
The fourth Way is when two Notes are repeated on the ſame ? 
Degree of an equal Value, the firſt whereof begins upon the un- g 
aceented Part ol the Bar, and the ſecond upon che accented; Part, (- 

; without 
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| Principles of — — 


without binding them, whether it be for the Sake of the Words , 
or or giving a I Movement to the air. , | 


EXAMPLE, 


— 


In order that a Note be ſyncoped, it muſt not only begin on the 
unaccented Part of the Bar, or upon the ſecond Half of the firſt 
Diviſion; but it muſt alſo be contrived, that its Value may be di- 
vided into two equal Parts, the one in the firſt Part of the Bar, 
and the other in the next following ; ; and, inſtead of making Uſe 
but of one Note, you may make Tſe of two Notes, each repre- 
enting one Half, or Moiety of the Note ſyncoped, being at Li- 
berty to repeat them, or to-continue the Sound, by binding them 
with a Semicircle, or Slur, which cauſes them to be ex reſſed as 
one Note, the Value. of which will be equal to thoſe two Notes. 

Theſe are the various Ways of Syncopation, and are uſed as 
well in Harmony as in Melody: in Harmony, by cauſing the 
Diſcords to be prepared; and in Melody, in order to render the 
Air more expreſſive, without altering the Species of the Interval, 
in one or the other Note of the Sy ncope, or in the lame Note 0 
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| The Figures that denote Concords or Conſonant Notes only, 
thus, 3, 6, Sc. ſhew that the Syncope is uſed for the ſake of 
the Melody or Air only; and thole that denote a Diſcord, ſhew 
that the Syncope is uſed for Harmony. ' | 
The Baſs may ſyncope as well as the Treble, together, or ſe- 
parately, in reſpect to Melody; but, as to Harmony, the Baſs 
carinot ſyncope but in the Chords of the Second, of the Tritonus, 
and of the extreme ſharp Seventh. | „ 
In order that the Syncope be ſtrictly obſerved in Harmony, 
it muſt be contrived that the Value of the Note or Concord 
that prepares and reſolves, and the Diſcord prepared, be equal, 
as much as can be; this ſuffers an Exception but in Triple Time, 
where the two laſt Parts or Diviſions of the Bar are unaccented, 
fo that the Concord which prepares and reſolves the Diſcord, may, 
in that Caſe, contain double or one half of the Value of the Diſ- 
cord prepared, _ | „ : 
When there happen ſeveral Diſcords together, it is but the 
Firſt that is ſubje& to the Rule of being prepared on the unaccen- 
ted Part of the Bar, and'to be heard on the accented Part. 
In Common Time, where there are two equal Notes in a Bar, 
the Firſt is accented, and the. Second is unaccented ; and, when 
there are four Parts or Notes in a Bar, the Firſt and the Third 
are accented, and the Second and the Fourth are unaccented, 
In Triple Time, where there are three Parts or Notes in a Bar, 
the Firſt only of the three is-accented, and the other Two are 
unaccented, „ LED 
As ſoon as a Diſcord can be prepared, the Syncope no longer 
ſubſiſts, and then a diatonick Progreſſion from the Concord that 
recedes the Diſcord, until the Concord that reſolves it, ought to 
de followed; though this is not to ſerve as a general Rule, eſpe- 
cially in regard to the Seventh, the falſe Fifth, and all majer 
— 1 . „ : 
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e n A  LxXU 
Of Compoſition ia two Parts. 


HE leſs the Parts are in a Piece of Muſic, the ſtrifter are 
the Rules to be obſerved ; ſo that certain Licences allowed 

in four Parts may become Faults, when the Parts are leſſened. 
1. We muſt now diſtinguiſh the contonant Notes, or Concords, 
in perfect and imperfect. 8 = 
The 
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The perfect Concords are the Octave and the Fifth, it not 
being herein permitted to make two Octaves, or two Fifths, to- 
gether, even though they ſhould be reverſed. _ 

The Fourth is alſo a perfect Concord, but, as it is but ſeldom 
uſed in a Compoſition of ww Parts, we ſhall only preſcribe the 
Manner how it may be uſed. 

The imperfe& Concords are the Third and Sixth, and we may 
uſe ſeveral of them together and intermix them without any Fear 
of being miſtaken, provided that we do not go out of true Mo- 


If we ſkip from a Third to a Sixth, or from a Sixth to a Third, 
and the Progreſſion of the Parts is conſonant, then the Parts 
ought to move in a contrary Direction, the one aſcending at the 
ſame Time that the other deſcends. 3 
It is proper to ſkip, as much as may be, from a perfect Con- 
cord to an imperfect, and vice verſa. . 

One cannot well ſkip from a perfect Concord to an imperfe& 
and vice verſa, but when one of the Parts proceeds diatonically, 
and the other by a conſonant Interval; and, in that Caſe, it is 


very proper that the contrary Motion be obſerved. 5 


| 1 1 4 u 
Of a Sequence, or Succeſſion of perfect Concords. 
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All other Progreſſions of two perſe& Concords immediately 
following are not proper. by 

- _ Bars marked with the Letter 4 are alike, as well as choſe 
wita a. | 5 


2. You 
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2. You may make a Part to move by as many conſonant In. 
tervals as you think proper, whilſt - the other Part remains upon 


the ſame Degree, provided there be a Concordance between the 


two Parts. | Tr : 
3. All Paſſages or Skips from the Octave to the Third, from the 
Fifth to the Third and to the Sixth, from the Sixth tothe Third, 
and from the Third to the Sixth, are proper. 
per, provided that the contrary Motion be abſerved ; yet that, 
where the Baſs deſcends diatonically, , is not proper. „ 
5. Thoſe of the Octave to the f ifth are proper, provided that 
the Progreſſion of the Parts be contrary, when the Parts make 
each a conſonant Interval, though all is proper, when the Baſs 
deſcends a Third. . „ 5 
6. Thoſe of the Sixth to the Octave are proper, excepting 
when the Baſs aſcends diatonically, when the upper Part deſcends 
in the like Manner, or when each of the Parts makes a conſonant 
Interval. | 5s pc | Fn” ; 
5. Thoſe of the Sixth to the Fifth are proper, excepting when 
the ypper Part aſcends diatonically, when the Bafs deſcends in 
the like Manner, or when each Part makes a conſonant Interval. 
8. Thoſe of the Fifth to the Octave are proper, excepting when 
the Baſs aſcends diatonically, or when each of the Parts makes a 
conſonant Interval. Ne 0 | \ 
9. Thoſe of the Third to the Octave are proper, excepting 
when the Baſs deſcends diatonically, and obſerving, at the ſame 
Time, a cantrary Direction, when the Baſs aſcends a Fifth, 
10. Thoſe of the Third to the Fifth are alſo proper, provided 
that the Parts maye by a cantrary Direction at thoſe Places whero 
the Baſs aſcends a Second, a Third, and a Fourth; and even one 


muft rather make it aſcend a Fourth than deſcend a Fifth, other 


wiſe the Progreffion would not be proper. 


11. As to the Fourth, here follows an Example of all the Con- 
cords that may precede or follow it. 


E TAM I k. 
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4. The Paſſages or Skips from the Octave to the Fifth are pro- 
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The Guides ſhew the ſeveral Concords, and: even the Diſcords 
that may follow the Fourth; the Figures that are between the 
Parts ſhew the like; and thoſe under and over the Baſs ſhew the 
Chords to be uſed in this Caſe, 3 2 
Take Notice, that the Guides, in the Examples A and B, de- 
note two different Chords, that of the Tritonus, or that of the 
reat Sixth; the one cannot be uſed, whilſt the other takes, 
.. ts re es er i red, | | 
All other Progreſſions than thoſe we have preſcribed, are nov 
, and obſerve that they are grounded upon the Preference 
that ought naturally to be given to the ſinalleſt Intervals; that 
is to ſay, that as to aſcend a. Sixth, or deſcend a Third, is the 
ſame Thing; the Progreſſion of a Third deſcending. ought to bo 
preferred; ſo of the other Progreſſions that bear a like Relation, 
excepting when Taſte requires the contrary, to ſuch Paſſages 
where you find that our Rules are not to be infringed, | 
Theſe Rules will equally hold good for all Keys, whether the 
Third, or the Sixth, be flat or ſharp. _ 3 
The other Rules that concern four Parts, as well in reſpect to 
the natural Progreſſion. of ſharp and flat Thirds, as of Diſcords, 
are to be equally obſerved. 5 
When once a Knowledge of true Modulation hath been attained 
to, all theſe Rules are naturally obſerved, without burthening 
the Memory, or Mind, — | 


the et.al. * "OY a. eee art * 5 A. at 1 . 1 * 
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CHAP. XXXVII. 
| Of falfe Relations, 


TN order to avoid falſe Relations in the Progreſſion of x fingte 
Part, you need only to make it proceed by diatomic or — * 
nant Intervale, thoſe of the falſe Fifth, the extreme flat Seventh, 
and the extreme flat Fourth, being permitted and allowed in 
deſcending, but not aſcending; yet, true Modulation being ob- 
ſerved, we. may make Uſe of all the known Intervals, provided 
they do not exceed the Compaſs of the Octave, nevertheleſs with 
a little more Circumſpection, in regard to thoſe that we have not 
named, than to the others; ſome Authors make Uſe of the ex- 
treme flat Third in deſcending, as from E, to CZ, which is left 
to the Diſcretion of Compoſers. h 
As to falſe Relations between two Parts, you can hardly fall 
into that Error, when you are thorough Maſter of Modulation. 


EXA M. 
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You ſee by this Example, that the Notes at A repreſent a ſharp 
Key, and that the Notes at B repreſent a flat Key; fo that you 
cannot modulate in one Key half Major and half Minor, nor go 
from the Major to the Minor upon the ſame Key-note, but after 
a perfect Cadence, and even this is not to be done without Judg- 
ment; ſo that true Modulation puts us above theſe Rules, which 
= almoſt uſeleſs, when we have attained to a perfect Knowledge 

its EE „ : ? 
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c HAP. XXXVII.L 


Of the Manner of compoſing a Treble, or an Air to a Baſs, 


1. order to compoſe a Treble or an Air to a Baſs, you muſt 
at firſt only compoſe it in that Key that you know the Mo- 
dulation of ; and when you alſo know the Succeſhon of Concords 
and Diſcords (the Manner of preparing and reſolving which hath 
been fully explained) it will not be difficult to compoſe, without 
_ a Treble, or an Air over a Baſs, -' * * Dy 

Jevertheleſs, in order to give a greater Scope to one's Genius, 


when you know the Chord that each Note is to bear, you may 


chuſe one of the Sounds in each Chord, in order to compoſe an 
Air or a Treble at your Pleaſure. Thus in the perfect Chord, 
you may chuſe the Third, the Fifth, or the Octave; and, in 
that of the Seventh, you may chuſe it among the others, if you 
can, for you cannot chuſe the Seventh, unleſs it be prepared, ex- 


cepting when the Baſs aſcends a Third, or a Fifth, whilſt the 
Treble deſcends diatonically, or aſcends and deſcends afterwards 


in a diatonic Manner (fee the Example at Chap. XIX.) lt even 
the Seventh could not be reſolved by deſcending diatonically upon 
a Concord to the next following Chord, you muſt either not uſe 
it, or alter the Baſs, except you find that the Notes of the Bals 

„ | belonged 
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terwards, whereby that Seventh could be reſolved; and in that 
Caſe the Seventh before its Reſolution always remains upon the 
ſame Degree, provided that one of thoſe Notes contained in the 
fame Chord, and which is found in the Continuation of the Baſs, 
doth 1.0t make an Octave with that Seventh, for otherwiſe you 


| would be obliged to make the Seventh deſcend a Third; and, 


making this laſt Note afterwards to aſcend upon the Concord that 
ought'naturally to follow that Seventh, one might alſo, in the 
like Caſe, make the Seventh to fall upon the Leading- note, ſup- 
poſing that this Leading-note be a Part of the fame Chord, ſo 
that that Note on which we may deſcend a Third after the Se- 
venth, will make the Sixth to that which in the Baſs will make 


the Octave to that Seventh, and the Leading- note will then make 


the Tritonus. | | 1 
r 4K 


or 


- — 


B 


3 n 3 1. 7 5b 1 6 bl ; 
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A, I begin by the Fifth, though IT might have n by the 
Octave, or by Tis Third; but 1 is 3 to begin in tile Man- 
in order that the Seventh may be heard unprepared, as we have 
juſt now ſaid, | | BE 

B, the Seventh, remains upon the ſame Degree until C, where 
its Octave appears in the Baſs; and in that Caſe I make it de- 
ſeend a Third, in order afterwards to aſcend upon the Concord 
that ought naturally to have reſolved it, though, abſolutely ſpeak- 
ing, I might have made it to deſcend upon the Guide . 

D, the Seventh, is here prepared by the Third, and remains 
until F, where its Octave appears in the Baſs ; and in that Caſe I 
can make it deſcend upon the Leading-note F, which is a Part of 
the ſame Chord, 
It is eafily perceived that a Seventh may remain upon the 
ſame Degree, whilſt the Baſs makes divers Intervals, becauſe 
thoſe Intervals muſt make the Third, the Fifth, the falſe Fifth, 
or the Octave to that Seventh; or that the Seventh makes the 
Third, the Fifth, or the * to one of theſe Notes on the 


Baſs, 
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belonged to the Chord of that Seventh, and a Note followed af- 
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Baſs. The fame Thing, may be obſerved in all the other Dif. 
cords, if you reduce them to their fundamental Note; if not, as 
the Bounds and Limits of the Progreſſion of Concords and Diſ- 
cords are known, you cannot be miſtaken. - 

If a Note may remain upon the fame Degree in che Treble, 
whilſt the Baſs proceeds through all the Intervals contained in the 
ſame Chord, as we have juſt now ſnewn it; fo likewiſe a Note in 


the Baſs may remain upon the ſame Degree, whilft the Treble 


goes through all the Intervals nd in the Chord to that ſame 
Note in the Baſs. 

If the ſame Note in the Baſs can carry different Chords, and 

the Third, the Fifth, the Sixth, Ee. be found in each Chord, we 
: 8 cauſe them to be heard indifferent y in one or the other 

Or 

When you yy the only in two Parts, the Treble ought al- 
ways to end by the Ode, ſeldom by the Third, and never by 
the Fifth. 

Here follows a e Example. 
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The upper Part, which we have compoſed only to the conti- 
nued Baſs, is full of Faults with reſpect to the fundamental Baſs ;. 
not that they are Faults againſt the fundamental Harmony, but 
only in reſpe& to the Progreſſion of the Parts; the fundamental. 
Baſs having been put only as a Proof of the perfect Harmony, 
and from which are choſen thoſe Notes that are proper and ſuit- 
able to the Air. | g 


* 


A. I 25 at Pleaſure through all the Notes of the Chord: 


From the Fifth, I go to the Sixth B, though I might have kept 


upon the Fourth without altering the Fifth that precedes, by rea- 
„ R 2 ſon 
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ſon that this Fourth is a Part of the Chord of the ſmall Sixth 


: I could have gone alſo to the Thitd, 
B, C, D, E, I take four Sixths following, becavſe thay are Part 
of the Chords, though I might have choſen any one of the other 


Intervals contained in each of thoſe Chords. 


F, G, inſtead of going from the Leading-note to the Key- 
—_ I go to its Third, becauſe that ie not againſt the Rules of 


conſonant Progreſſion ; and, at the ſame Time, that Third repre- 
ſents the Key- note, and makes a Part of its Chord. 
I, 1 take the Fourth, which makes a Part of the Chord of 


e Second, which is a Part of the Chord of the Tritonus X. 
„The Sixch, which I afterwards take at L, prepares the Seventh 
| 25 M, which is refolyed by deſcending upon the Sixth V; this 
ch, which is the Leading- note, afcending: afterwards upon the 
Rey-note O: I afterwards proceed u ypon che Third 0 that-ſame 


-note P, in order to prepare the Second Df, 


he Seconds that are prepared and reſolved in > Ol Baſs P, &, R, 
S, T, are preceded in the Treble by the Third at P, ard by the Sixth 


at R; they might equally have been preceded by the Octave, the Fifth, 

or the F ourth, becauſe the Second may be han was and followed 
any of the conſonant otes contained in che. Chord; and 

eu will find it followed by the Fourth, which makes- 2 Park 


Res Chord of the ſmall Sixth; -though-it. is to be underſtood ah ot 
* Þ 


in the like Caſe, that the limited Progreflion of. the, Baſs dpth 
alter. |. 
As the Third is the moſt proper Concord to rx "and re. 


ple the Second, it is proper to uſe it in that 
ay be: The Fourth, which we have placed in its Read at 


y 
id which creates a Diſcord with it, being to fall upon the Not 
which that Third ought to have deſcended, if it had taken Place 


with that Fourth, as we ſhew it at F; for we are to take it for 2 


general Rule, that when, in Lieu pf the Note v ich onght na- 
turally to reſolve the Diſcord in the Freble; we place or fubſti- 
tute, in its Stead, another Note that makes with it a Seventh or 
a Second ; in that Caſe we muſt make that Note, ſo ſubſtituted, 


to proceed upon the Note that ought to have followed that Note | 
which doth not appear, and which would have made a minor 5 


Diſcord with the Note "ſubſtituted ; which may happen in the 


| Chord of the ſmall Sixth, between the Third and the Fourth; 
and in thoſe of the great Sixth and falſe Fifth, between the Fifth : 


and the Sixth; ſo that if, in thofe Chords, 'the Third or the 
Fifth is uſed, in order to reſolve the Diſcord, and if they are 


afterwards to deſcend diatonically, conſe tly, the Fourth or 


the Sixth, which are che N otes ner are to 2 8 to or fall 
upon 


the dern I proceed afterwards to the Sixth 7, and I fall upon 
t 8 


Principles. of Gompoſition. 132 


opon thoſe Notes that ought naturally to have followed tha 
Third, or that Fifth. 

You will find in the other Parts of the Example a 88 
of all that we have faid, obſerving that the Key changes 
at which Place we give the Seventh to the Key-note, Inſtead © 
making its Leading -note to aſcend upon itt Octave, which thick 
becomes its Seventh; this Key-note-becoming a fourth Note, by 
the Chords of the great Sixth and of the 'Tritohus, at and vs 


after which we return into the Key of G at J, by Means of the 


conſonant Progreſſion of the Baſs which ends at Y, and by which 
we know that the Key-note is C; and which obliges us 2 re- 


pare this Ke 24 by leaving out᷑ the Shar arp, to F, after which the Flat 
ote B, in the continu Baſs, denotes the Key of 


inſt the 
Fr and afterwards the Key of G is denoted) by the F Natural 
placed againft the Note * 


Theſe Qbſervations, in rel abe to the continued S's —— mare 


early appear by compa | 
and tie a2 Bae! wi the fund 
will find that out of each perfect Chord, of, 
the fundamental Baſs bears, the Third, "the F ia, d the > or 
the Seventh is choſen for: the eontinued Baſs and for the bu 
Part, by giving to thoſe two Parts a Progreffion according to 


ſoregoing Rules. Obſtrve, that when the Progreſſion or the con» 


tinued Bafs is diatonic, as between G, H, 7, X, L, &c. the upper 
Part is often like unto that of the fundamental Baſs: From 
hence we conclude, that the. conſonant Pfegreſſion of one Part 


oftentimes obliges the other to follow a diatonic Pre on, in 

me Mapner that a diatonic P 2, ma gg n obliges 
the other to follow a conſonant Progrefhion, 1 
3 1 — 8 — — — — N = ; 
CHAT. XXI X. N 


07 Fewative Melody, or F Subpoftion — pang 1 — 


W call figurative Melody what hath been hitherto called 
Suppoſition; and herein conſiſt the Rules of this figura- 
tive Melody; 

It bei ef an abſolute Neceflity that a PerfeRion of the Har- 
mony be dcs and manifeſted upon every Part of the Meaſure 
or Bar, we may, between one Part of the Bar and the next, paſs 


as many Notes as Fancy and taſte will permit, 
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5 is 07 22 Melody 1 confmant Intervals, 


TN * 10 Gram Notes before wok Part of the * by 
| conſonant Intervals, we can make Uſe but of thoſe Notes that 
art compriſed in the Chord to the firſt Part of the Bar, in order 
to fall, afterwards upon Wanne of the woos ta the: next Nan * 


che Bacy ano an. bars ai lt to ra 0 4 . 
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You ſee in the Treble that all the Notes paſs _ _ —_— 
that are fue tothe bad fgurey in the B | 
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| Of a figurative Baſs, 
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The Figures that are under the Notes of the figurative Baſs, 
ſhew the Intervals they make with the fundamental Baſs; and 
| thoſe that are over, ſhew the Chords that thoſe Notes bear in the 
%%% TE a 8 8 | 

In order to make a figurative Baſs, you may begin by com- 
poſing only a fundamental Bafs, over which you will compoſe a 


figurative Baſs pretty near in the ſame Manner as a figurative 


Treble, obſerving to uſe as much as may be the fundamental 
Sounds of the fundamental Baſs, eſpecially in the firſt Part of the 


Bar, 
You 
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Lou muſt always make the upper Pact 1 with that which 
is to be heard with it; and, if this upper Part was to be heard 
with the two Baſſes, it muſt in that Caſe be compoſed according to 

the Rules, in reſpect to one and the other of thoſe Baſſes; and, 
ER ip that Caſe, the upper Part, ought to be altered at C, D, where 
N 1 ECD two Fifths with the fundamental Bals, and place, i in its 
| " Stead, the Notes marked by the Guides x. ; 
"You may alſo compoſe a figurative Baſs firſt, and place under 
| it a fundamental Baſs intirely, according to the Rules preſcribed 
| for. the Progreſſion, of this laſt Baſs ; afterwards 290 may compoſe 
_ a Treble more or leſs figurative than that ſame gurative Baſs, 
: \ You mu ſeek. for Variety, avoiding Neth too often the 
| 4 Paſſages; and yon ins at Libs rty either to auate, or not 
to figurate, " the Parts of a Bar; — wp you may figurate 
only one Half, ſometimes in the Baſs, at itil Times 1 the 
n or both — e to the Rules. 
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| Ge ants ann ef het Ray earn . 
Half, or three Fourths of a Bar, even for one or two Bars; ſo of. - 
8 the other Parts, in Caſe there be more than Wo. 

q : You may begin by whatever Part of the Bar you think proper, 
and you may cauſe one of the Parts to reſt for a While; but, if 
it ſhould be the Baß, it can be hut for a Bar or two at moſt, for 
the continued Baſs. muſt always be underſtood, though you ſhould 
be willing that one Part only ſhould be heard, — * 


off 
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A Dot placed after a Note is to be deemed as the ſame Note, 
and is generally concordant with the other Parts, by reaſon of iu 
being commonly uſed upon the accented Part of the Bar, 


AR TIC LE u. 
Of figurative Melody by diatonic Intervals. 
COU may paſs as many Notes as you pleaſe between each 
Part of the Meaſure or Bar, and, if they proceed by dia- 


tonic Intervals, it matters not whether they of thoſe com- 
priſed in the Chord, provided that the firſt be one of the Notes 


of the Chord; but if, after ſeveral Notes in a like Progreffion, 


you ſhould proceed by a conſonant Interval from the laſt Note 10 
the firſt Note of the ſubſequent Part of the Bar, then this laſt 
Note muſt alfo be compriſed in the Chord. | | 

If the Parts of the Bar be of a ſlow Movement, fo that they 
may be divided into two equal Parts, you will always do well to 
divide theſe paſſing Notes into an ad Value, obſerving that the 
firſt Note of each Diviſion, or Part of the Bar, be of thoſe com- 
priſed in the Chord. | : 
" Taſte obliges us ſometimes to deviate from this Rule in reſpe& 
that, in a diatonic Progreſſion, the firſt Note of the Diviſion, or 
Part of the Bar, is not always compriſed in the Chord that ought 
to be heard; but you may obſerve that this firſt Note is only 
then admitted as a paſſing Note to the very next, which makes a 
Part of the Chord, before its Time or Value is expired, 


F 


8 Continued. 


— 
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Continued, 


This Meaſure, or Time, though. in two Parts, is divided al- 
moſt throughout into four Parts, and you may ſee that the Firſt 
of the two Crotchets is always compriſed in the Chord. 

In the Part 4, the Firſt of the two laſt Crotchets is not com- 
priſed in the Chord, by reaſon that the Melody proceeds diato- 
. nically from one Part of the Bar to the other, and the two firſt 
Crotchets, which do not follow this Progreſſion, are compriſed in 
the Chord. . 

Each Note in the Part of the Rar B is to bear a Chord, by di- 
viding the Time into four; by reaſon that, as ſoon as the Key- 
note appears after its Leading- note, it muſt bear its natural 
Chord ; If that ſame Key- note appeared immediately afterwards 
in the following Bar, and that the Melody reſted there, the Time, 
or Part of the Bar B, ought not to be divided; but the Melody 


which reſts upon the Fifth or Governing-note, creates, as it were, 
| in 


poſe 
ever 
rally 
wha 
one 


Cad 
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zn that Caſe, an irregular Cadence, from the laſt Crotcher, at the 


Time D, to the ſubſequent and next Note. 

The firſt and Third Crotchets of the Time C are not of the 
ſame Chord, but paſs to the ſecond and fourth Crotchets, which 
are Part of the Chord; for it was abſolutely neceſſary that this 
laſt Crotchet ſhould be compriſed in the Chord, fince it paſſes 


from one Part of the Bar to the other by a conſonant Interval: 


You will find the like Paſſages at Fand D. 

The Dot at D repreſents the preceding Note, and the Chord 
of the. Tritonus, figured over it, keeps on until the Expiration of 
the Dot, ſo that the Tritonus is reſolved but upon the next fol- 
' lowing Part of the Bar. | | 

Thus we have endeavoured to explain what hath hitherto ap- 
peared but under very confuſed, obſcure, and abſtracted Rules; 
and it is by Means of this Facility and Liberty of figurative Me- 
lody, and by inverting the Chords, that proceeds that incompre- 
henfible Variety in Muſic. 
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C'H AP. XI. 


Of the Manner of compoſing a fundamental Baſs bs a Treble. 


HE fundamental Baſs is a ſure Method for figding that 

which is proper to a Treble already compoſed, eſpecially 
for thoſe Perſons who have not a natural Genius or Taſte to feel, 
as it were, that Baſs at the ſame Time that the Treble is com- 
poſed ; for every Melody or Air hath its natural Baſs ; and, for 
ever ſo little that we are ſenfible of a perfect Harmony, we natu=- 
rally fing the Baſs to all Cadences, when we hear the upper Part, 
which is ſufficient to know the Key we fing in; and thus from 


one Cadence to another, whether it be a perfect or an irregular - 


Cadence, for there is no Difference in the Treble between the 
falſe or flying Cadence and the perfect; we know the Alteration 
of the Keys; and the fundamental Baſs (which bears only the 
perfect Chord and of the Seventh) will more readily ſhew it. 
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- Of the different Progreſions F a Treble in Cadences. 
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Irregular Cadences. 


All theſe Cadences are in the key of C only, though they bear 
an Affinity to other Keys. | ON 
The perfect Cadence A aſcends from the Leading- note to the 


 Key-note, in ſharp and flat Keys, although it might have aſ- 


cended from the ſecond Note to the third, in flat Keys, accord- 
ing to the Example F. | 

The perfect Cadence B deſcends from the ſecond Note to the 
Key-note, in ſharp and flat Keys, though in flat Keys it might 


have deſcended from the fourth Note to the third, according to 


the Example G; ſo that the ſharp Key of C and the flat of 4 
have a great Relation one to the other in theſe two firſt Cadences ; 


and theſe two Cadences may equally take Place as well in a ſharp 
as a flat Key, where the Diſtance 1s but of a flat Third, as from 


C.to 4, from F to D, from E to E, &c. 5 
The Cadences C, D, F, G, which are arbitrary between the 
perfect and irregular, are not diſtinguiſhed but by the Progreſſion 
given to the Baſs, either by aſcendin a Fourth upon the Key- 
note, in order to make a perfect Cadence, or by defcending a 
Fourth upon that ſame Note, or upon the Governing- note, in 
order to make an irregular Cadence: When we fay or upon the 
Governing-note, it is by ſuppoſing that theſe Cadences can repre- 
ſent another Key than that of C; for thoſe at Cand at D may be 
taken for irregular Cadences in the Key of D, and that at D 
may be alſo taken for an irregular Cadence in the Key of F; 
thoſe at F and & may be taken for perfect in the Key of EE; but 
the true 8 Cadences, upon the Governing- note to C, are 
thole in the Examples , 7, IL, M, although the Example H 
| | | may 
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may repreſent a perfect Cadence, or an irregular, in the Key of 
BH; that at J may repreſent an irregular in the flat Key of 4; 
that at L may repreſent a perfect Cadence in the Key of D, and, 
finally, that at H may repreſent an irregular in the ſharp Key of 
By, in the flat Key of G, and in one and other of EE. The 
Uſe that may be gathered from theſe arbitrary Cadences in the 
Treble, is this: e 8 | | : 
1. You muſt compoſe your upper Part, or Treble, but in the 
ſharp Key of C, or in the flat Key of D. | 4 5 
Suppoſing that the other Keys are not ſo familiar to you, and 
in order to know whether this upper Part is truly compoſed in 


one of thoſe two Keys, as you cannot begin it but by the Octave, 


the Third, or the Fifth, you will obſerve where the firſt Cadence 
happens, which commonly is at the ſecond or fourth Bar; ſo that 
having egun by C, E, or G, which are the Octave, the Third, 
and the Fifth to C, if your firſt Cadence falls upon D, you will 
not therefore be in the tos of D; for, if it was, you ſhould have 


then begun by D, F, or 4, which are the Octave, the Third, and 


the Fifth to D. | | 
Agaid, if you are obliged to add ſome E or ſome & to the 
Notes for the Sake of the Melody or Air, theſe Signs will ſhew 
you the Key at once, according to the Explanation we have given 
of it in Chap. XXIV. and XXV; for, if you had begun by C, 
this C makes as well the flat Third to 4 and the Fifth to F, as it 
makes the Octave to C; and it can be but by ſome E or H, and 
alio by the Cadences, that we can diſtinguiſh the Key ; though, if 
the Air be compoſed in a natural Manner, the laſt Note will ſhew 
it, for it ought naturally to be the Key- note. | 

2. As ſoon as 
muſt uſe all the — that are proper to it; and, when there 
happen ſome that are foreign, you muſt then have Recourſe to the 
above Example, obſerving what follows: 

1. The upper Part muſt always make the Third, the Fifth, the 
Octave, or the Seventh to the fundamental Baſs. | 

2. In the fundamental Baſs the Preference muſt be given to the 
Progreſſions that are the moſt perfect; ſo that the Fifth in de- 
ſcending is to be preferred to that of the Fourth, this Laſt to that 
of the Third, and this to that of the Seventh, obſerving that to 
aſcend a Second is tne ſame as to deſcend a Seventh, &c. 

If the upper Part could not agree with the Baſs by making 
it deſcend a Fifth, you muſt then ſeek this Chord in a Pro- 
— of a Fourth, a Third, or a Seventh, preferring the moſt 
Pertect. | 0 

3. If you intend to follow the Stile of the fundamental Baſs, 
you muſt not figurate the Treble, becauſe the figurative 3 
| on ok | 5 


ou are certain of the Key you compoſe in, you 
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doth but puzzle Beginners; fo that in that Caſe every Note 
ought to be of the Value of one part of the Bar. ; 

4. You muſt at firſt apply only in compoſing Airs of Character, 
ſuch as Gavots, Courants, c. becauſe the Cadences happen almoſt 
every two Bars. 1 5 


F. If in your Airs you ſhould perceive ſame Cadences foreign 


to the Key, you muſt obſerve whether they end the Melody or 
not ; if they do, then the Key changes generally to the fifth, the 


third, the fourth, or the ſixth Note of the Key you quit; which 


may be known by comparing thoſe Cadences with the preceding 
Example, wherein you will find that, if one of theſe Cadences 


ends | 


| — = STORES GR RD 
Thus, $—= | = = 28 === it repreſents 
| | [ 


—— 


Dey of F. of G, of D, of E, of A, 


a perfe& Cadence in one of thoſe Keys, in the ſame Manner as 
this N repreſents a perfect Cadence in the Key of C; 


ſo of The other Cadences that bear a like Relation; but, if the 


Melody is not abſolutely ended, you muſt let the Baſs follow its 
natural Road, by preferring (as we have ſaid) the more perfect 


Progreſſions as much as poſſible. 5 
6. Whilſt the upper Part makes the Third, the Fifth, or Oc- 


tave to a Note already placed in the Baſs, you may let this Note 
remain without altering it, unleſs you diſcovered that it could be 


done without interrupting the natural Progreſſion of the Baſs; 


and, in that Caſe, Variety (which is one of the principal Beauties 
in N requires it. | + „ 

As the firſt Part of the Bar is the chief or principal, if you 
ſhould perceive that the Note in the Baſs, which could have been 
placed in another Part of the Bar, agrees with the firſt Part that 
precedes or follows it, it will be better either to advance or poſt- 


pone this Note, in order that it may be heard upon the firſt Part 


of the Bar, obſerving two Things: Firſt, that if the Note that 
follows the firſt Part of the Bar can be uſed in this firſt Part, it is 


then that you muſt uſe, in this firſt Part, that Note which you 
intended to place after it: The Second is, that if the Note which 
you place in the unaccented Part of the Bar is the ſame as that 
which is heard in the next Part, without being able to place one 
or more Notes between them, it will be better to leave in the 


ſible; 


Baſs that Note that was heard in the firſt preceding Part, if poſ- 
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fible ; otherwiſe you muſt ſeek for another that is not the ſame as 
that which is to appear in the very next ſucceeding Part. 
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The Example F is the beſt, by reaſon that, as the Note which 


is heard in the ſecond Part of the ſecond Bar might ſerve in the 


- firſt Part of the ſame Bar, it ought to be preferred. 
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can keep upon the ſame Note of the Baſs in the firſt Bar of 


the Example 4, though I might alter it as in the Example B, be- 
cauſe I can place another Note between that of the ſecond Part 
of the firſt Bar and that of the firſt Part of the ſecond Bar; 
whereas in the Example Cand F I am not to make Uſe ef the 
ſecond Note of the firſt Bar in the Bals, becauſe it ought to be 
heard immediately upon the firſt Part of the next Bar; ſo that I 
make Uſe of the Note that hath already been heard in the firſt 
Part of the Bar D, becauſe it agrees with the ſecond Part; me 
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I chuſe another at C, becauſe the ſame firſt Note cannot be con- 
cordant in this Place with the ſecond Part. 


ples- of Compoſition. 


8. It is oftentimes neceſſary to divide a Note in the Treble 
into two equal Parts, in order that two different Notes in the Baſs 
may be heard and may _— with that ſame Note in the upper 
Part; and this is done for the better preſerving the conſonant 
Progreffion of the Baſs, and that the moſt perfect Progreſſion 
may be heard between theſe two Notes of the Baſs, and the next, 


E 


= 


This Diviſion is alſo uſed, in order that the moſt fuitable Notes 
to the Key may be heard on the principal Parts of the funda- 
mental Baſs ; which Notes are the Key-note, its Fifth, or Go- 
verning-note, its Fourth, its Sixth, and ſometimes its Second ; 
and thus, by Order of Perfection, its Third is ſeldom uſed, and 
never its Seventh, in whatever Part of the Bar they happen to 
be; for, when it cannot be avoided, it is certain that the Key 


—_— be known by ſome E or E, or by ſome foreign 


9. The principal Parts of the Meaſure or Bar are thoſe where 
the firſt Diſcord 1s to be heard, when it is prepared ; for, if there 


be found ſeveral Diſcords following, you muſt only take Notice 
of the Firſt; and a Diſcord unprepared cannot he uſed but in a 
diatonic Progreffion of the upper Part, by deſcending three De- 
grees, or by aſcending and deſcending immediately afterwards, 


whilſt the Baſs aſcends a Third, or a Fifth, in order afterwards 


to deſcend a Fifth; and then the Diſcard is found in the Middle 
ef thoſe three Degrees, | 


E XA M. 


ant mr ” WF 4 ms | > DK a « « Aw a 


Principles of Compoſition. | 145 
r A M 


N ” 


rr - 


— — . — — — > 
— — . 1 1 


ey — — —— . — 
5 : | 3 : je LE - ; 4 : 
EDD DD DD — 
5 2 ee e eee eee be I. dee de a e Ac bes 
4 5 
| — — . — 
| 8 A. ; B. 


* 1 


* 


B. 


Inſtead of making the Baſs to aſcend a Fifth in the firſt Bar of 


the Example, you tnay only make it aſcend a Fourth, in which 
Caſe the Diſcord will not appear; and it is by this Manner that 
you may tranſpoſe a perfect Cadence, into an irregulat, and an ir- 
regular into a perfect; ſee the Notes 4, B, where another Note 
may be placed upon the Guide in Lieu of that marked with 
an A. The Notes 4 B making a perfect Cadence, and the Note 
A, placed in the Room of the Guide, making an irregular Ca- 
dence with the Note 83. | | | 

The Guides, pliced over_ the firſt Note of the Bar, ſhew 
the Progreſſion that the Baſs might alſo follow on the like 
22 by putting this firſt Note in the Place of either of the 
VLVou muſt remember that there is no other Diſcord but the 
Seventh in reſpet᷑t to the fundamental Baſs, and that the other 
Diſeords ariſe by its being inverted, that is to ſay, by chuſing 
for Baſs ene of the Notes that make up the Chord of the Se- 
venth, which the fundamental Baſs ought to bear; wherein muſt 
be obſerved all that we have faid concerning it in Chap. XVII, 
XVIII, XX, XXI, XXII, and XXVI. 

There are ſome Paſſages where the Seventh has a good Effect 
againſt the fundamental Baſs without being prepared, evea whilſt 
the upper Part makes a disjointed Interval; but then the Note 
in that Bafs, that hath been heard before the Seventh, remains 
pon the ſame Degree; ſo that it will always be proper to ute 
the Seventh in this Manner, provided that the upper Part de- 
ſcends diatonically immediately afterwards, and that the Bas 
may aſcend, in this Caſe, a Fourth, in order to make the Third 
with the ppper Part after the Seventh, 
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The Treble proceeds by Skips or disjointed Degrees between 


the Notes A and B, where the Seventh might be heard upon the 
Note B, if we were willing to keep the firſt Note of the Baſs on 


the ſame Degree; but as the upper Part doth not deſcend after 


this Note B, and, if the firſt Note of the Baſs had remained, it 
could not have made the Third with-the Note F by aſcending a 
Fourth; the Baſs muſt be altered, as we have done it, by pre- 
ferring its moſt perfe& Progreſſion ; and what you do not find 
between theſe Notes 4, B, 5 you will find it between the Notes 
C, D, F, according to the Explanation we have juſt now given 
of it. This is what was alſo called Suppoſition, or a Diſcord 


for the Sake of the Melody or Air; but this Diſcord takes 


Place from the firſt Note in the Treble, whilſt that of the Baſs 
remains upon the ſame Degree, in order to receive this Diſcord, 
which appears afterwards, as may be obſerved, by making all the 
Sounds of the Chord of the Seventh to be heard together upon 
the firſt Note of the Baſs that ſtrikes with the Note at C; con- 
ſequently the Treble may again paſs after this Seventh upon 
other Notes of the ſame Chord, but it will always return to a 


Note that ſhall make the Third to that Note that aſcends a 


Fourth in the Baſs G, or, at leaſt, to a Note that ſhall make the 
Octave to it. | 
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Inſtead of making the Baſs to aſcend a Fourth, we might make 
it to aſcend only one Degree, which would then create a falſe or 


flying 
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flying Cadence; but that can take Place but in a borrowed Baſs, 
6r inverted from the fundamental, which depends in that Caſe, 
upon the Fancy or Taſte of the Compoſer/ in tne Middle of a 
Piece only, provided that the Baſs did not wake two Fifths toge- 
ther with the Treble. - | 
10. When you perceive divers Cadences of the ſame Species in 
the ſame Key, you muſt ſee if one of thoſe that are in the 

iddle of the Melody, and which doth not make an abſolute 
Concluſion, would not be ſuitable to a Cadence in another Key, 
in which Caſe it would then be proper to give it this foreign 
Cadence for a greater Variety in Harmony; for an Air becomes 
inſipid, when the fame Cadences are too often heard } And, ſup- 
poling that your Taſte would not ſuffer you to alter the upper 

art, you muſt; at leaſt endeavour to make this Variety in the 
Baſs in the Middle of the Air, and eſpecially in thoſe Cadences 
that do not declare an abſolute Concluſion, 
If you are in a ſharp Key, the foreign Cadences that hear an 


Affinity to it, can be taken but in a flat Key, the Key-note of 


which being but a flat Third under that of the ſharp Key you 
are in; and, if you are in a flat Key, they can only be taken in 
a ſharp Key, the Key-note of which being but a flat Third 
above that of the flat Key; and obſerving that this Difference 
may only appear in the Baks ſince the Melody, or upper Part, 
will not be thereby altered. See the following Example, 
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The perfect Cadences A B, and the irregular Cadences C B, 
in the upper Part, may be naturally found in the ſharp Key of C, 
or in the flat Key of A; ſo that, if you are in one of thoſe Keys, 
you. have. the Choice of one of theſe Cadences for the other 
Key: If you are in the Key of C ſharp, the ſame Cadence may 
ſerve for the flat Key of 4; and, if vow are in. this laſt, the 
tame Cadence may ſerve for the other Keys that bear the lie 
Relation ; ſuch as the flat Key of D with the ſharp Key of E. 
and the ſharp Key of G with the flat Key of E. 

This Manner of tranſpofing a Cadence from one Key to an- 
ether 1s a great Help, when you are abſolutely determined to 
change the Key. . | F | 

You may alſo make Uſe of the falſe or flying Cadence in 
either. ofthe above Cafes, | | SEES Eo 

11. The irregular. Cadences are excellent in the Middle of an 
Air; and, when the Air or Tune is divided into two Parts, they 


may ſerve to end the firſt, Part; but you muſt not make a con- 


ſtant Nractioe of: it, they being rather to be uſed in the ſecond; 
fixth, and tenth Bars, than in, the fourth, eighth, and twelfth, 
vrhere the perſdct Cadence is more ſuitable and proper; and, when 
a perfect. Cadence happens in the fixth or in the tenth Bar, you 
may uſe in its Stead the falfe or flying Cadence 

12. When you tranſpoſe a Cadence from one Key into another, 
it is ſometimes- proper to prefer the leaſt perfect Progreſfions of 
the fundamental Baſs to the moſt perfect; but the Whole is to be 
done with Judgment and Dicretioͤn. 

13. All thoſe that compoſe an Air or Melody, as their Fancy 
leads thein, make no Attention. whether it be figurate, or. whe- 
ther-it. proceeds Iv conjoint Degrees; ſo that, if it be figurate, 
they. are. not · ſufficiently ikilled- to diſtinguiſh thote- Notes that 
make Harmony with the Baſs, from thoſe that are only for Taſte; 
and, if, they; proceed hy, disjoint Degrees, or by Skips, they ara 
fearful of making two Fiſths or two Octaves to be heard toge- 
ther with the fundamental Baſs, by not knowing that, in that 
Cale, the. Melody or Freble follows the Road which the funda- 
mental Baſs ought- naturally to take; and-1t is for this Reaſon 
that. wel are obhged- to compoſe a Ba(s-different- from the funda- 
mental that may intirely agree with this Part already compoſed: 
Therefore, knowing by the fendamental Bats- the-Chords- that 
ate neęeſſary to be uſed in the- Continuance- oſ the. Air, it · is not 
difficult - to chuſe, out. of. thoſe. Chords, à. Note. for that other 
Baſs, that ſhall agree, in Harmony and Melody, with the Part already 
compoled:; for it is proper to know that two Octaves or Fifths 
following, do not deſtroy the fundamental and reat Harmony, but 
they are forbidden, in order to avoid falling into a dry, inſipid, 


aud tireſome Monotony in a Succeſſiom Gf. Chords; fo that; after 
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krving eſtabliſhed the Rules c Harmony upon the moſt natural 
Progreſſion of the Baſs, and. of the, upper Part or Treble, finding 
the [mpoſſibility there ts to keep that natural Progreſſion to the 
Baſs, as ſoon as it can be permitted to borrow that Progreſſion 
for the Treble, or upper Part, we are obliged to eſtablifſ other 
Rules for the reciprocal. Progreffion off the Parts that. are to ba 
heard together, in order that the ſame Part, which is to he com- 
zoſed, may be fuitable and proper to that already compoſed, Vat 
82 new Rules are. grounded upon ovr firſt Rules, where, ac- 
cording to the natural Order and Diſpoſition of the Parts, we de 
not find two Octaves nor two Fifths together: And we alſo find 
all the Diſcords reſolved, as they ought and ſhould be, and pre- 
pared, or unprepared, according to the moſt perfect Pragwe ian 
Sometimes we may go wide from the natural Progreſſon of 
the Baſs, in order to avid thoſe frequent Conclufions which we 
feel in its moſt perfect Progreſſion, by applying to the Baſs one 
of the Notes of each concluding Chord; by this Means we keep 
in the Melody and Harmony that Suſpenſion which the Subject 
requires; for an abſolute Concluſion is proper only to a final End 
of the Senſe: The following, Chapter will more fully clear up 
this Article. | "ea ; : „ 


© +4 Bs M 
De Manner of compoſing a continued Buſs under & Treble. 


as Cuſtom gives auother Name to that which is dictated to 
us l y Taſte, we diſtinguiſh it therefrom” by the Epithet conti- 
naked, | 
We have already ſaid, at the Beginning of the preceding Chap- 
ter, that thoſe who have a Taſte” naturally felt that Bats which 
was the moft ſuitable te all Sorts of Airs; but, notwithſtanding 
this natural Gift, it is difficult to keep up the Truth, when it is 
not ſupported by Knowledge; and this Knowledge is not ſufficient 
to attain to a Perfection, if a true taſte is wanting; for the Li- 
berty we have of chufing, among the Sounds of a Chord, thoſe 
that we think proper for a Baſs to a Treble; yet it doth not 
ſtrictly direct us to chuſe thoſe that are the moſt proper; and 


Fo true continued Nat ought to be the fundamental; but, 


we have no other Rule for Taſte, but Variety in Compoſition; 


which muft be endeavoured to be obtained þy obſetyving what 
follows: e | | 
1. We 
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together, by ſtritly obſerving the Rules we have given in Chap, 
XIV. XVIII, XX, XXI, and XXX, for the Succeſſion of Con- 
.cords and Diſcords. 3 LS: 5 


. is. The fundamental Baſs being compoſed, you muſt obſerve 


the Deſign in your Treble, the Air it expreſſes, its Movement, 
and every Thing in it that is fingular and remarkable; and then 

ou wy endeavour to give the ſame Expreſſion in your new 
Ba: You muſt avoid final Cadences where the Melody doth 


not require it, by chuſing out of your fundamental Chord the 


Sounds you think * ſo that they may agree with the Tre- 
ble, according to the Succeſſion of Concords and Diſcords. 


If you uſe ſome Diſcords, take Care that they be prepared as 
they ought to be, and regularly reſolved, according to the fixed 


Progreſſion of each Sound that the Chord of the Seventh conſiſts 


of; afterwards, for Variety, you muſt endeavour to uſe (between 
3 e Parts) Concords or Piccorde of different Species; for the 

reble being compoſed in ſuch a Manner, and it being left to 
your Choice to take for Baſs what other Note of the Chord you 
think proper, you muſt obſerve, that in one Place you have taken 
the Sixth, followed by another Concord or a Diſcord ; and that 
in another Place, though you might do the ſame Thing, yet you 
might give another Turn to your Baſs, ſometimes by uſing the 
Tritonus reſolved. by the Sixth, ſometimes the falſe Fifth re- 
folved by the Third, ſometimes the Seventh -reſolved by the Sixth, 
the Third, or the Fifth, according to the different Progreſſion 
that you may give to your Baſs; or elſe you may cauſe to be 


heard, between the Parts, the conſonant Notes only, of which 


the Chord of a Seventh is compoſed, fuch as the Octave, the 
Fifth, or the Third, or, in an inverted Manner, the Sixth, or 


the Fourth: You may alſo make Uſe of the Chords by Suppo- 


fition or borrowed, when you feel that the diatonic Progreſſion 
of your Baſs leads you to it; for this Progreſſion is always the 
moſt ſinging, and is to be uſed as much as may be, eſpecially 
where there appears no Concluſion, And. you are to remember, 
that all minor Diſcords of a Chord, by Suppolition, are to be 
prepared by the upper Part, which ſyncopes whilft the Baſs aſ- 
cends; and, if it deſcends, it can be but by Degrees disjoint or 
by Skips ; that the Chord, where the major Diſcord takes Place, 


requires the Precaution that we have given it, either in the. 


Succeſſion of the Octave, or in what we have ſaid in Chap. XI, 
XXII, XXXI, XXXIV, and XXXV, of the extreme ſharp 
Fifth, of the extreme ſharp Seventh, of the Tritonus, and of 
the extreme ſharp Second; and that the Second is to be prepared 
by the Baſs which ſyncopes. Afterwards, when you perceiye 


that your Melody can conclude in a certain Place, y ou will then 
| 5 follow 


1. We muſt endeavour to avoid two Octaves and two Fifths 
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follow the Progreſſion of the fundamental Baſs : Thus will your 
Baſs be compoſed with Art and Taſte, 


EXAMPLE. 
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r 
Obſerve, that in the fourth Bar I might have tranſpoſed the 
perfect Cadence of the Key of C into an irregular Cadence in that 
of 4, which, for Variety, would have been proper in this Caſe. 
In the firſt and ſecond Bar of the fundamental Baſs, there are 
two equal Progreſſions A B; therefore, I keep that which hath 
the neareſt Relation to the Cadence for the ſecond Bar ; becauſe 
that is the Place where the Cadence is moſt commonly felt, ob- 
ſerving that it is an irregular Cadence in this Place, and that in 
the fourth Bar it is a perfect. 
Again, to return to the firſt Bar, I give a diatonic Progreſſion 


to the continued Bats which agrees in every reſpect with the _—_ 
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ble; and, in order to continue that Progreſſion in the ſecond 
Bar, upon the ſecond Part of the Bar, I take a Note that makes 


ea Seventh with a fundamental Baſs, and which is reſolved by the 


Third to that ſame Baſs, and which agrees with the Treble; and 
I continue it until the Place where the perfect Cadence is felt, 
and then I follow the Progreſſion of the fundamental Baſs : I 
again feck for this diatonic Pro in the following Bars, 
where I find that the laſt Note of the fourth Bar may continue 
upon the ſame Degree, in order te make the Third with the fun- 
damental Baſs, and the Octave with the Treble; and, afterwards, 
the Sixth in the Gfth Bar with the Treble, and the Seventh with 
the fundamental Baſs; and again, I Bad the Niath ia the fixtk 
Bar, and T do net follow the Pregremon of my fundamental 
Baſs, but at the final Cloſe only, Befides, what leads me to know 
the Chords which the Notes 1n the continued Baſs are to carry, 
are the Intervals they make with the fundamental Bafs; for as I 
know that this laft Bafs can bear but perfect Chords, or that of 
the Seventh, when it is truly neten 
that make the Third, the Fifth, or the Seventh to thoſe in the 
fundamental Baſs, cannot carry but thoſe Chords that derive from 
the perfect Chord, or that of the Seventh. So that I could 
tqually place Figures over the Treble, if I was willing, that it 
ſhould be uſed, or ſerve for a Baſs: It is alfe for that Reaſon that 
I have figured the Ninth upon the firſt Note of the fixth Bar, 
becaufe that Note is found to be a Third under er a Sixth above 
ehe Note in the fundamental Baſs, which, confequentty, cannot be 
admitted in Harmeny but by Suppefition ; ſo by the Chord 


of the Seventh, which the fundamental Bafs carries, I find that 


- * 


RES 


Note can bear but that of the Niath, though the Ninth doth 
not appear in the Treble; but you will obſerve, that the Fifth 
which is found therein, makes a Part of the Chord of the Ninth, 
and.that this ſuppoſed Ninth is prepared and reſolved according 
© ihe Fricteſt Ruled. . | © £2 | 

It would be endleſs, if we were obliged to reaſon in this 
Manner upon all the different Ways that a continued Baſs can be 
diverſified; but if you will make the proper and neceſſary Re- 
marks upon the ſeveral Examples that are contained in this Book, 


by: applying to each of thoſe Examples thoſe Things you would 


he inſtructed in; and if, for the like Purpoſe, you conſult the 
Works of the beſt Maſters; you wilt foon overcome all Dith- 
cualugs. | wy 


CHAP. 


confequently, thoſe Notes 
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EA at 
Uſeful Remarks upon the foregoing Chapter. 


1. JO may compoſe a Baſs, under another Part, without the 
I Help of the fundamental Baſs, by the Knowledge of the 
Succeſſion or Progreffion of the Concords or conſonant Notes, 
{which Succeffſion we have fixed in ſuch a clear Manner, that it 
cannot admit of any Doubt) provided that you remember to paſs 
from a perfect Concord to an 1mperfet, and from this to the 
other, to avoid two perfect Concords together, when it can be 
done; whereas the imperfect Concords may follow each other 


(though you muſt not make too frequent uſe of this Liberty, b 


reaſon that it would be a Fault againſt that Variety which ought 
to be uſed) and to give to that Baſs a diatonic Progreſſion as 
often as may be, though a conſonant Progrefſion is to be ſome- 
times uſed, eſpecially in the chief or principal Cadeaces, where it 
is abſolutely neceſſary. . | 

2. You may compoſe a Baſs upon the Succeffion of the Chords 
fixed in the Rule of the Octave of 5 and 2, —, of q, and others. 


See Chap. XI, XXI, XXII, XXVII, XXVI, and XXIX. 
For Variety, you may make Uſe of the Examples where the 
ſeveral different Ways of making the Baſs to proceed under the 
ſame Treble are fixed, ſee Chap. XVII. obſerving that, of the 
four Parts that are contained in thoſe Examples, it may happen 
that one of thoſe Parts will always be like that which you fhall 
have compoſed ; but, left you ſhould be miſtaken, you muſt ob- 
ſerve whether theſe Progreſſions are in the fame Mode or Key; 
and, for that Purpoſe, you muſt not conſult the Notes by their 
Names, but by the Rank and Order they ftand in the Key you 
are in, and in that of the Examples. And, as thele Examples 
are compoſed in the Key of C, you will imd that a hy Tg 
from the Third to the Fifth, or from the Sixth to the Fourth, 
Oc. will always bear the ſame Chords in any Key whatever. 
See Chap. XIV. and XVII, of the Manner of preparing and 
reſolving Diſcords. | | EYE, 
See alſo Chap. XXIV. and XXVI, Art. I, II, and III, of the 
Manner of removing from ene Key to another; how they may 
be diſtinguiſhed, and how you may know what Chords are to be 
given to the Notes of a Baſs in any Progreſſion whatever; be- 
gauſe the Knowledge of all theſe Things connected, will free you 


from an infinite Number of Doubts that will ſtart at every Inftant. 
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When once you are tolerably well grounded, and Mafter of 
all theſe Articles, you will eaſil y diſcover afterwards, the Manner 
of practiſing Licences: You may figurate the Melody or Treble, 
and that of the Baſs, if you think proper, by obſerving the prin- 
cipal Parts of the Bar, and the Note that 1s to bear a Chord in 
each Part, in order that you may rightly and truly figure your 
Baſs ;- and, when you doubt of the Chord, you muſt place a fun- 
damental Baſs under thoſe two Parts compoſed, hy which you 
will ſee whether you have committed any Faults, and what Chords 
the Notes in the continued Baſz are to carry; obſerving that the 
Note which makes the Third, the Fifth, or the Seventh to that 
in the fundamental Baſs, can carry, but a Chord derived from it; 
or, if that Note in the continued Baſs is a Third or a Fifth below 
that of the fundamental, the Chord will then be by Suppoſition, 
and in that Caſe you muſt examine whether it be uſed properly, 
and according to the Rules, 

As ſoon as your Baſs is well and rightly figured, nothing is 


more eaſy than to add to it two or three Parts, unleſs the upper 


Part, being too far ſought, ſhould hinder you from ranging thoſe 
other Parts in all their Regularity; which is the Reaſon, that, 
the more there are Parts, the more we are obliged to follow in 


the Baſs a fupdamental Progreſſion ; though we have given divers 
Examples of making a Baſs to proceed diatonically, or by. conjoint 


Degrees, in the Progreſſion of an Octave, as well aſcending az 

deſcending, whether it be by the common Chords, by the leveral 
2 | | > » th 

Chords of Sixths, or by thoſe of 7 and 6, of 2 and —, of , &c; 


| 5 1 
We now ſhall ns what is to obſerved in a Compoſition 
of "ſeveral Parts. 


A T6 Ig * 
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Rules to be obſerved in a Compoſition of two, three, or four 
yy” Ee 


Paits. 


T is difficult to ſucceed perfectly in Pieces of. two and three 
Parts, if all the Parts are not compoled together, by reaſon 


that each Part is to have an ealy dic ß and gracious Melody; 


and a ſkilful Man ſeldom compoſes one Part, without feeling, at 


the ſame Time, the Effect of the other Parts that are to accom- 

pany it. | | | 
1. Although one Part is generally chofen for containing the 
nneſt Melody which is called the Subject, yet, if the other Parts 
| | „ are 
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are left naked, that diminiſheth greatly the Beauty of the Sub - 
ject; and it can be tolerated only in what is called a Recitative, 
where the Baſs and the other Parts ſerve only to fill up the Har- 
mony; but, otherwiſe, the Melody in two or three Parts are to 
be pretty near alike. 


— F < 


The leſs there are Parts, the more Variety is required in the 


Chords; it is, therefore, for Pieces in two Parts that this Rule 


requires a greater Striftneſs, 3 
2. When you compoſe in three Parts, the Chords muſt be filled 
up and completed as much as inay be; and the beſt Rule for that 


Purpoſe is, always to uſe Thirds and Sixes, at leaſt in two Parts; 


the Octave ought to be uſed. therein but ſeldom, unleſs the 
Deſign, the Fugue, or the Melody, leads us to it, eſpecially in 
perfect Cadences, where each Part generally ends upon the Key- 
neo 3 al * | 
We ſhall ſpeak of Defign, and of a Fugue, in the laſt Chapter, 
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Conti nued, 


As to pieces of four or more Parts, they are made either for a 
Chorus of Muſic, or for Quatuors or Quinques, Cc. (you will 


find a Quinque er Canon in the laſt Chapter.) 


The Voices in a Chorus may be increaſed to what Number 
we think proper in each Part, whereas we generally chuſe 
but one voice for each Part, in a Quatuor or Quinque. Now, 
as there is ſome difficulty to give a fine, natural, eaſy Melody to 
every Part heard together, you muſt, at leaft, make it predomi- 
nant in the Baſs and the Treble, eſpecially in a Chorus; ne ver- 
theleſs, you may give it to whatever Part you pleaſe, ſometimes 
to one Part, and ſometimes to another, by preferring that which 
is in the higheſt Degree of the Voice, or Inſtrument, ſuppofing 
there be no Voices; for our Attention is naturally led to thoie 
Sounds that are the moſt acute; but we do not mean to deprive 
the Bafs, which ought to prime in this Caſe, and upon which we 
are always to be ruled in theſe Sort of Pieces. 
Whatever Difficulty there be in filling up a Quatuor or a 
Quinque with a fine Keie, we muſt nevertheleſs endeavour to 
ſucceed in it ; and, probably,. it was in Favour of theſe Pieces, 
that a Fugue was invented; which, renewing ſometimes in one 
Part, and ſometimes in another, ſurprizes the Auditor, and obliges 
him to withdraw his Attention from thofe Parts that are ſtripped: 
of Melody, and to fix it upon that which retakes the Fugue: 
It is alto by this Means, that the Auditor is artfully drawn in to- 
give his Attention io thoſe Sounds that touch him moſt. As to 
the Melody of the Fugue, and the ſeveral Reſts that may be 
therein introduced, when you feel that the Melody is not very 
agreeable, it depends entirely upon Taſte, and a proper Choice, 
to meet with Succeſs (which is the Subject of the following 
Chapter) and it can be only in Chorus's that can pleaſe without 
Fugues ; the ſame Thing is in reipe& to Duo's and Trie's. A | 
ne 
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One may exceed five Parts in Compoſition ; but that belongs 
only to great Maſters of the Art, who know how to double pro- 
perly the conſonant- notes or Concords, by giving them, in that 
xte, oppotite Progreffions, and di verſify ing the Whole by Me- 
lodies more or lets figurative- — 


>. ks 4. * - "We . — . at 8 rr a. Me. to. tated a. —"—_ a 


CHAP... XLEV. 
Of Deſign, Imitation, Fugues, and Canons. 
Dr SIGN, in Mufic, is, in general, the Subject of all that 


— 


| the Compoter propoſes; for a ſkilful Compoſer is to pro- 
poſe to himſelf a Movement, a Key or Mode, a Melody, and art 
Harmony agreeable to the Subject he would treat. Bat this 
Term is to be more particularly adapted to a certain Melody 
which he would have predominant in the Continuance of a 
Piece, either for making it ſuitable and agreeable to the Senſe 
of the Words, or for Fancy or Tafte ; and in that Caſe it is date 
finguiſhed in Defign, in Imitation, arid in Fugue. | 
Imitation hath no particular Merit that deſerves our Attention 
it conſiſting only by repeating at Pleaſure, and in any of the 
Parts, a certain Continuance of Meiody, without any other 
Regularity. | | | | 

| Fugue, as well as Imitation, confiſts in a certain Continuance 
of Melody, which may be repeated at Pleaſure, and in any of 
the * but with more Circumſpection, according to the follow- 
ing Rules. — 


x Tr, in Imitation, we may repeat the Melody of one or more 


Bars, and even the fir entirely in one or in all the Parts, and 
upon whatever Chords we think proper; on the eontrary, in Fu- 
gues, the Melody muſt alternatively be heard in the two prin- 
cipal parts, which are the Treble and the Baſs, unleſs, inſtead 
of the Treble, we chuſe another Part; and, if the Piece contains 
many Parts, it wilt be more perfe&, when the Fugue 1s heard 
alternatively in each Part. Again, the Chords. that muſt be 
therein uſed, do not depend upon our Choice; and here follows 
the Manner of ufing them. | | 

1. Yep muſt chule the Key-note and its Fifth for the firſt 
and laſt Notes of the Fugue, preferable to any other, when you 
are not yet thoroughly aſſured of what you do; and the Melody 
of this Fugue is to be comprifed in the Compaſs of the Cave 
to the Key 5 for, ſuppoſing that it exceeds the Bounds of the 
OQave, thoſe Notes that are above or below the Octave, are to 
be deemed the ſame as thole that are within the Octave. 
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2, If one Part begins or ends by the Key- note, the other Part 
is to begin and end by the Fiſth; and thus, in reſpect to every 
Note that anſwers within the Compaſs of the Octave to the Key; 
and ſo contriving it, that the Notes that are found between the 
Key- note and its Fifth, may anſwer equally in each Part; 
that is to ſay, that the ſecond Note which is immediately above 
the Key- note, may anſwer to the Sixth, which is immediately 
above the Fifth; and thus, reciprocally, of that Note which is a 
Third, a Fourth, or a Fifth, either ahove or below the Key- note 
to that which is in the ſame Degree above or under the Fifth, 
according to the Progreffion of che Melody, which may either 
aſcend or deſcend; for the Regularity and Conformity, required 
in the Notes that begin and end the Fugue, are to be equally 
obſerved in the whole Continuance of the Melody which the 
Fugue is compoſed of. 85 | 
3. Asina 1 either aſcending or deſcending 
from the Key- note to its Fifth; and from this laſt to the other, 
there is one Note Difference either more or leſs, you may make 
one of thoſe two Notes, in conjoint Degree of that Progreſſion 
that contains the greateſt Number, to agree with that Progreſfion 
which muſt unavoidably be uſed, wherein there is one Note leſs, 
and this in the Middle of the Melody; for Inftance, if the Me- 
lody of the Fugue proceeds hy deſcending from the 'Key-note to 
its Fifth, we can therein make Uſe but of the fixth and the ſe- 
venth Notes; whereas, in order to make the ſame Melody equal 
in deſcending from the Fifth to the Key-note, we can paſs upon 
the fourth, the third; and the ſecond Notes; ſo that we muſt 
chuſe one of theſe three laſt Notes that is the neareſt to the 
Key-note upon which the air of the Fugue ends, in order to 
£5 it a Melody pretty near like that which was firſt heard. 
ikewiſe, if we proceed by that Progreſſion that contains the 
greateſt Number of Notes, we muſt make that which hath the 
leaſt Number to agree with it, and this rather towards the End 
of the Melody than at the Beginning; but an Example will 
better explain it. | 
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In the firſt Example, the ſixth or the ſeventh Note anſwers to 
the Third 4. | 

In the Second, the Sixth anſwers to the Third C. 

In the Third, the Seventh anſwers to the Third D. 

In the Fourth, tne Fifth B, or the Fourth F, anſwers to the 
Key-nate B. F. : 
. the Fifth, the Third anſwers to the Seventh G, or to the 
Sixth H. 

ln the Sixth, the Third anſwers to the Seventh L, or to the 
Sixth N; the Seeed anſwers to the Sixth 7, or to the Fifth P; 
the T ifth anſwers to the Second A, or to ey RV; and the Key- 
owe anſwers to me Fourth K. 

Many 
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Many Things are to be obſerved to avoid Miſtakes in the 
Choice (which appears to be arbitrary) between each of the five 


Notes from the Key to the Fifth aſcending, in order to make an 


Air anſwerable to that of the four Notes from the Fifth to the 
Key-note aſcending, whether the Air aſcends or deſcends ; for 
there will always be found five Notes one Way, and four on 
the other even ſometimes we are obliged to borrow the ſecond 
Note or the Fourth, in order to make up five Notes from the 
Fifth to the Key-note aſcending, or from the Key-note to the 
Fifth deſcending, which is the ſame Thing; and thoſe Authors, 
who have wrote of Fugues, have neglected theſe Obſervations, it 


will not be improper to diſclefewhat Experience hath taught us 


ppon this Subject. : Pe Y 
. Ts Fifth mon always anſwer the Key- note, and the Key- 
note to the Fifth in the firft and laſt Notes of the Fugue; and 
we cannot go from this Rule but in the Middle of the Air, where 
it is permitted to aſe or borrow the fourth Note in Lieu of the 
Fifth, and the ſecond Note in Lieu of the Key- nete, in order 
o make the Succeſſion af Melody more equal and conformable 
ene to another; there being, by this Means, but four Degrees 


from the ſecond Note ta the Fifth aſcending, or from the Fourth 


to the Key-note deſcending, from which you may compoſe an 
Air pretty near like that which is within the Compaſs of the 
four Degrees, from the-Fifth to the Key-notg afeending, or from 
this laſt unto the other deſcending: The ſame Liberty will FF. 


Furniſh us with five Degrees from the ſecond Note to the Fifth 


deſeending, and from the fourth Note to the Key-note aſcend- 
ing, according to the five Degrees from the Fifth to the Key 


deſcending, or. from this laſt yato the ether aſcending ; and, 


when we ſay that the Melody formed from theſe borrowed Notes 
will be pretty near alike that which is heard between the Key+ 
note and its Fifth, it is by reaſon that it cannot abſolutely be 
the ſame, on Account of the diatonic Degree of each Mode, the 
Notes of which cagnat be altered by any new Sharp or Plat, 
faving in flat Keys, where a Flat muſt be added to the fixth 


Note, when it deſcends ; and à Sharp to the Leading-note, when 


it aicends ; being at Liberty, alſo, to add ſometimes a Sharp ta 


the Fhird of flat Keys, and to the Foyrth of all Keys, when 
they anſwer the Leading-note; as we have donc it in the ſixth 


Example, to the Notes marked with a 7. provided that thoſe 
Notes make the ſharp Third, er Sharp Sixth, with the Baſs. 
2. The Baſs of the Fugue being found, you may ſeek, alſo, for 


the other Parts that might accompany the Melody and the Baſs g 


wherein may be obſerved, that that Baſs and the other Parts will 
follow pretty near the ſame Progreſſion with the firſt Melody and 
the Anſwer; and allo, that the Bais will bear the ſame Chords 

| In 
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ig one as in the other, if it be truly imitated; ſo that by the 
Means of this Baſs, and of the other. Parts, we may find that of 
making ſeveral Frigues..to be heard together, or to compoſe an- 
other Species of Fugue, called a Canon, of which we ſhall 
ſpeak hereafter. : | ES 
3. The Melody of one-Fugue may admit of ſeveral different 
Baſſes; it may be ſo compoſed, that it may be more ſuitable to 
the Baſs, than to any other Part; which is indifferent, for, by 
| Inverting the Chords, we can compoſe. various Baſſes, or caule 
one Part to ſerve as a Baſs, though the Melody might be more 
proper for a Treble; but nothing is more pleaſing than to uſe 
alternately theſe different Ways ef accompanying a Treble or a 
Baſs, eſpecially im a Fugue, where a Variety can only be diſ- 
cerned in the Parts that accompany it: And, if we have ſaid that 
the Baſs of a Fugue might always be pretty near the ſame, it 
was only, in order to give the moſt juſt and true Idea of the 
Manner how the Melody of a Fugue ought to be imitated ; for 
' this Likeneſs in the Chords is, of itſelf, a ſufficient Proof thereof. 
4. In order to know the Choice that ought to be made of the 
Notes contained within the Compaſs of the Key- note to its Fifth 
aſeending, and from this to the other deſcending, you muſt al- 
ways keep in View the Key-riote and its Fifth, at which Notes 
the Melody of each Fugue generally ends; but they are not to 
hinder us from making the Intervals of the Anſwer to be con- 
formable to thoſe of the Fugue inverted, eſpecially in the Middle 
ot the Air: So that, having made an Interval of a Third, 
Fourth, Fifth, Sixth, or Seventh, in the Midſt of the firſt Me- 
j0dy, we are to make the” like in the ſame Part of the Melody 
that anſwers the Firſt, and ſo of the others. Vet this laſt Rule 
is not ſo general, but that one may deviate from it, in Favour 
of a diatonic Progreſſion, or in Favour of the principal Notes of 
a Mode, having Regard rather to what follows than to what pre- 


vedes; and to the Key-note- and its Fifth (which generally be- 


gins and ends the Fugue) -than to this Uniformity of Intervals 
which we have propoled. So that the Interval of a Fourth is 


oftentimes to anſwer that of a Fifth, and this laſt to anſwer 


the other; but, moreover, if, after a conſonant Interval, there 
appear one or more diatonic Intervals, we muſt then have Re- 
courſe to thoſe Places where the Key- note appears, in order that 
the diatonic Progreſſion, which is found from the laſt conſonant 
Iaterval until the Key- note, be regularly imitated in the anſwer- 
ing Part until the Fifth; or, if the Progreſſion leads to the Fifth, 
it muſt be: imitated in the anſwering Part towards the Keynote, 
etpecially .when a Progreſſion (be it which it will) ends by a 
Cadence; for the final Cadence of a Fugue muſt always be made 
. = upon 
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upon the Key-note and upon its Fifth: Though, 1f that Ca- 
dence doth not abſolutely end the Fugue, then we may uſe the 
Fourth inſtead of the Fifth, and, ſometimes, the Second inſtead 


of the Key- note. 
A Fugue ought ſeldom to begin or end but by: the „ 


its Fifth, or Third; the Sixth or the Seventh anſwering then to 
that Third, as it appears in the fifth preteding Example: 80 


that, by Ricking to what follows, rather than to what precedes, 


and by the Conformity of the Chords that are to meet over the 


Baſs uſed to Melodies anſwering, one e another | in F ugue, you will 
ſeldom be miſtaken. 5 | | 
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The continued Baſs is placed only to ſhew, that, whatever Baſ 
vou may imagine under a Melody propoſed, it may always have 
e ſame Uniformity, by bearing the ſame Chords, but the Fun- 
dainental 1s fill better ig this Caſe. mme. 
F. The Melody or Subject of a Fugue ought to contain, at 
leaſt, half a Bar; and, if it contains more than four, the Anſwer 
muſt begin in the Fourth; and yet the Movement ought to be 
ſomewhat quick, that ſo long a Succeſhon of Melody, {tripped of 
Harmony, may pleaſe. | 4 Rd © * 5 | . D 
6. A Fugue may begin by any one of the Parts, but it ought 
naturally to end upon the firſt Part of the Meaſure or Bar, when 
it is divided into two Parts; and upon the third Part of the Bar, 


when it is divided into four; and, when it ends in any other 
Fs it is either for the Sake of the Words, or for Fancy only. 


Sometimes, for Novelty, we may treſpaſs upon theſe Rules, which 
depend only upon a good Taſte; and the Surpriſe which theſe 
Sort of Fugues that end contrary to the Rule create, can be but 


pleaſing, when they are done with Judgment and Diſcretion ;_ they 


may allo end upon other Notes than the Key-note and its Fifth. 
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7. The Melody of the Fugue 1s to be imitated, in eyery Re- 
ſpect, as much as can be; for the ſame Quantity of 1 
Minums, Sc. contained in any Part of the Meaſure, muſt be uſed 


wherever the Fugue is heard. 


as — Ae__ 


8. You may begin each Part in the Uniſon, or at the Octave 
of the firſt Part; but, when theſe Parts follow each other at the 
Fifth or Fourth, it is more agreeable, and produces a better _ 
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A F way begin, and be auſwered, by any 30 the Parts ! in the 
whole Courſe of the Tieres ind, when voy change Keys, every 
Re of the Figue mult be the hike in chi new Key, as well in 
5 ee they cy in the” firſt Key, as in their 


intit Meaſure. 
nee may.” 1 1 the Melody c or - Sabje&t of the Pore e be 
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entirely ald. o that each Part may anſwer” it one after al | 


other; ak, ax it ſometimes happeris, that, in the Midſt of the De. 
each Part may be made. to anſwerz it has no bad Effect; 

82 1 that nothing. be. there altered. See the. fixth Exam le. 
fans 'By Inverting, all that Variety that may be introduced in 
Pony, ub 2 Fs Grace toaF ugue 5 ſo t at, having framed 
or-Sulje&t, you. may invert it In ſuch” a Mariner, that 
ſame Re on which Ras been heard aſcending, may be _ 
g.; a N er 8 other Alterations, | : 
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| — bs —_ 450 Gen catacteriled , haſt isto fays | 
at, if the-ons contains: ſome Semibreves, the other ght to con- 


tain Minims, Crotchets, Sc. at the Will of the Compoſer; and, 
If they eannot be heard together, that a Part of the One may, at 
leaſt, be heard: with x Part of the other, which _ He” better ex 
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| This Example contains four " different Fugues ugues, and there are 
| Sew Pieces of Muſig that contain more at once: We are often 
Latisfied to introduce but one or two, butthey«may be inverted, 


which contributes greatly to the gg” + eof. 54 
be Fugue of Rauce factæ ſunt, &c. which, for an Anſwer at 
kde Fifth; ends almoſt every-where upon the-ſecond Note, would 

| be more perfect, if-it ended upon the Key nete, as you will find 
Fer that Part where the Baſs takes that Edele. Ter This rend 
Nate, which is there taken, inſtead of the 9 may be to- 
lerated, and more eſpecially when we are tied up by other F u- 
Fues, which; by Beginning and Ending with this, cannot agree 
Hut with this ſecond Note. The Succeſſion of the Chords, or 
yen good Taſte, may alſo oblige us, ſometimes, to interrupt the 
_ true Melody of the Fugue; which often proceeds from the Au- 
thor's Skill, in order to throw à greater Variety in the Courſe 
df his Piece e Nevertheless, this is not allowed, but after all the 
Subjects of the Fugue have been ſufficientiy hae. 
__ © Todiſtinguiſh the ſeveral Notes Which we have the Liberty 
of paſſing between ſeveral. Parts of the Bar for the Sake of the 
ir, you muſt examine the fundamental Baſs, which in that 
Caſe, doth not make Harmony with thoſe Note.. 
The fundamental Baſs is added to the other Parts, only for 
| the Sake of proving, that, in the whole Courſe of the Piece, 
there are. found but perfect Chords, or that of the Seventh; and 
that the whole is 9 ken from the Rules we have eſtabliſneèd upon 
thoſe two Chords: Therefore, and for that Reaſon; it muſt not 

be examined with the other Parts, in reſpect to the Order, or 

to the Progreſſion of the Concords and Diſcords, but only as to 

the real Harmony and Foundation of the Chords; this Order 
or Progreſſion being obſerved and kept, only between the five 

upper Parts and the continued Baſs; and the Foundation or 
und of the Chords is found in that fundamental Baſs, which 
contains very near all the ſeveral and different Progreſſions from 
whence our Rules have been taken, whilſt the other Parts never 
make but the Octave, the Fifth, the Third, or the Seventh, 

excepting in the irregular Cadences, and in the Chords by Sup- , 

as homes EEE AO ĩ ̃ K ĩðͤ v 
As we may find as many different Fugues as there are different 

Airs, it would be impoflible for us to give Examples of all of 

them; therefore the Choice muſt be left to the Compoſer's _ 

Taſte, provided he obſerves, in all other Reſpects, what we 

have ſaid as to the Beginning and Ending of them and their 

Anſ wers. „„ oe. 1; . e 

And if you are willing that ſeveral Fugues ſhould be heard 
together, you muſſ: hate h upon one, and in this Caſe you _ | 
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and 7 5 0 there ſhould" happen to be the ſame Number a 


bear i, in orde 
a muſt! be Song without Confuſion ; for he Entries o coming ng i 


fore „by caufing them to enter into di 
Fc. that you may cauſe exch Fugue to be heard. It often hap- 


—— ns , 


chuſs which you pleaſe; that, if the Melody of one Pas 


greeable to. you may add to it three or four Fore and 
1780 1 . may find in fi ere Parts' "The other Fugues, Yet, 30 ſeveral 
at” 'Fogues that ſhould begin and end at the ſame 1 


©, 
Val of Notes, Pond techie | infiptd, by appearing to be 55 
Ee amiment ohe tö the other, e e. 
Told this efe&, by obſerving the Method we have ment 
in the Paragra graph eres Ba the laſt Example. Words in. Profe, 
which ſeldom the uality amongſt themſelyes,.pa- 
turally lead us to t bs Variety, which ought. always to be ſought : 
Pb Big but Words in Rhyme, — meaſured, require à par- 
ticular Care to begin and end one of theſe ro gues ſooner or me 
than the other, and to inſert ſome Diviſions Fly thoſe-tha | 
el te introduce Steater Variety, but. the \ tele 


bat d on. 1 Sete or contre e 855 ny fr 15 


55 ime that it is heard, muſt not ſerve 48 4 i to 
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Firs in in one Pore and 2 other. in ex art, it is then 


to avoid Confuff on. Oſtentimes one Subject or Deſign 


makes us forget the other; yet the Compoſer ought to have them 


equally i in View, and 1 in hls Mind. It is; therefore, by, the Va- 


riety of Deſi ns, or Subjects, by g giving them pe FrogreF 
erent Parts of the Bar, 


pens, that one Part may ſing two Fugrtes ſucceſſively, which at 
tirſ} appeared but one, and which afterwards may be divided into 
two, which produces alſo a very agreeable Effect; but, in that 
Caſe, the ſecond Part that retakes theſe Fugues, ought to begin 
immediateſy at the Place where they may be divided, though one 
may anticipate or poſtpone that Ears for ſome Parts of a Bar, 


and even for more than 2 Bar. 
422 | | The 
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176. mee, cure. 15 e l k- e 
bt Rue n Nutnber of Reſts, or of Bars contain nta ined ys i the it 
LI thaf retakes the Fugue, muſt be pro ie iu ig. ord. oi 

185 is fo fäy, that, if the firſt Part that retakęs the F 5648 back 
feckoned: dne Bar, each of the other Parts are 75 rec kon the like 

-  Number'sfBars after that which immediately. 3 it. This 
ule, nevertheleſs, is not fo general, but that it may be ti 
u 15 ſometimes ; W. we think, that the third Part that 5 — 


zue, ma ſtponed or advanced for a So that, 


If the k econd | "boy ath reckoned two Bars, the third Part may 
* Feckon but obs” orithies e the ſecond nd Fart, and ſo of the 
Which repeat this Fu in the Uniſon, or at the Octave, 
allet the third Fart; for as the Fifth is to anſwer the Key-note, 
and the ſecond Note the Sixth, &c. . what may agree one Way, 
after the End of one or two Bars, may poſlibly not agree with 
the other, after a like Number of Bars. It would be, therefore, 
teſtraining too much the Genius of an Author, by keeping him. 
within the Bounds of the firſt Limits; and ſich as will not agree 
0 this, will find a thouſand Deſigns or Subject where it may 
ain, that not one ef them can © he ſubjected to this ſtrict Re- 
See, upon this Subject, the of Raucæ faite 
funt, * of Defecerunt oculi mei, in the laſt amg 3 ; 

"When all the Parts ceaſe together, in order that a new Fugue 
may appear in a better Light, the Subject muſt never appear as 

it it was abſoluteh ended, for we muſt always make the ! uditor. 
to expect as muc 2s poſhble what we intend for him, 2 and, to 
that End, this Reſt or ilence ought to be uſed but in falſe or ir- 
regular Cadences; and, if they be perfect Cadences, it muſt, at 
al, a be ina foreign Key, as we have obſerved it in all the like 
Caſes. 

A Fugue is an Ornameiit i in Muſic, founded 1 upon d Taſte; 
io that the moſt general Rules we have given, are hardly v fufeient 
to ſucceed perfectly in it. The various Sentiments ad Events 
that can be expreſſed in Mufic, introduce every Moment a No- 
velty which cannot be reduced to fixed Rules. It is true, that a 
bs ect Knowledge of Harmony diſcovers to us the Roads we 

ould take in this Caſe ; but the Choice of thoſe Roads depends 
upon our Taſte, and this Taſte requires an Experience, which 
cannot be attained to but by Practice, and b ſtu ying and hear- 
ing the Works of the beſt and moſt ſkilful Maſters in this Kind. 

"There i is another Species of F ugue, called Perpetual, or Canon, 
which conſifts in an entire Air, the * of which is to be 
repeated regularly by all the Parts. 


The 


The moſt common are taken in the Uniſon, or at the Odave, 
——==|-==x according to the Extent of the Voices or 
= — laſtruments; and for that Purpoſe you 


may compoſe a Subject at Pleaſure, to 
which you add as many Parts as you 


aer — 4 think proper; and, of all theſe Parts, you 
. compole an entire Air, which is ſo con- 


trived, that the Melody of one Part may 
ſerve as a Contiuuance to the other; after 
which this Air begins by one of thoſe 
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_ 


another, at the Time that the firſt Subject 


other, and, when the Firſt is at an End, 
it beging again, being always followed by 
the others, as at fk, provided that each 

Part began at its proper place. See the 
Example at the Side. | 

Suppoſing that you had imagined one 
boot the Jubjects contained in each of theſe 
five Parts, you might eaſily add the others, and from thence 
8 Air, in which conſiſts all rhe Difficulty of this 
F of ee ee 
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The Melody of thaſe five Party is very obvious in this Canon; 
we have only added ſome Notes for the Sake of the Air; and 


fach of theſe Parts is to begin the Air one after the other, when 
the preceding Part is at the Mark“. 


* 


This perpetual Fugue may ao be taken at the Fifth or at the 
| Cate, the entire Air muſt be framed, 


and proper Sharps and Flats (as the Caſe requires) are to be 


Fourth; but then, in this 


added to thoſe Notes, of which the natural Degrees would hinder 


thoſe Parts that repeat the Air to be entirely conformable to the 
firſt Subject, without obſerving any Modulation, but only the 
Melody, which makes it the more difficult; for, every Time 
that a Part takes the Fugue, it goes into a new Key, which is at 


the Fifth, if the Fugue is taken at the Fifth; and at the Fourth, 
if it be taken at the Fourth. If the Number of Parts is unli- 
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Parts whieh is immediately followed by 


is ended; thus each Part follows the 
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mited in the foregoing. Canon, we believe that in this there ern - 
not be uſed more than four Parts, ſince there hath not * 


nn any of this 8 in four Paris. 
| Canon at the Fifth. 
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If the Voice cannot reach the Note marked 4, the Uniſon of 
the preceding Note may be taken. 1 5 

When a Canon is ſaid to be at the Fifth, it is to be under- 

ſtood above; ſo that a Fifth above, or a Fourth below, is the 

fame Thing; and this is to be allowed, eſpecially, for the Con- 


ventency of Voices. 55 
We have placed the four Parts together, becauſe it would have 


—— 


been difficult to have judged of it otherwiſe. Though we might 


only have given Notice, that each. Part is to be taken at the 


Fifth of that which precedes it after two complete Bars; and 


though the Guides which ſhew where it muſt begin again, 
are not upon the Space or Line which refers you to the Mark t, 
one muſt, nevertheleſs, follow and continue in the ſame Key de- 
figned by the Guide w, by imagining a new Key, or, rather, 
imagining that the Key bath changed, as it really does; bur 
that the Modulation of the Melody which is found at the Markt, 
is always the fame; Thus you may continue as long as you 
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Harmony, which are 


Page 6; the Dired-in the . 2 7% 


aniple of c, e 


10 5s difficult mes eſe two Sorts of Canons, vnleñ Jon i 
hive a thorough Knowledge of inverted Chords; and you muſt 


avoid N (as much 2 you en the, Fifth, the Fourth, and : 
the Eleventh. - 3 


The beſt Method e abe 4 quick Progreſs in Compoſition, is 


N apply and ſtick cloſe! 2 $5 Modulation, and to the fundamental 
principal and only Cauſe of all that 
Variety that may be 1 introduced, by inverting that ſumem 
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in * firſt Baſs muſt be on the third Line. The Direct at Top! 1 
at Botto wee N 17, Counter Tenor, ſevénth Bar, a 30ver the f 3 
Note Page 21, aſs ſeventhi Bar B under the firſt Note.—Paz e 62, 2 

eighth Stave the F Cliff on the fourth Line. Third Bar fecond 

-B-on- the ſecond. Line, not F.—Page 68, Example of A Flat — 
Have B, E, D and F Flat. Page 77, the firſt Stave, the 7 over the 
tecond Note in the ſeventh Bar muſt be out, and 7 t-over the 


Vote in the eighth Bar. The fourth Stave, the firſt Note in the 


ninth Bar muſt be Bon the ſecond Ling the third; fon Þ 
and fiſth Stave, the F Cliff muſt be a e u Line, — —1 5 
Third.— Page 112, the ſecond Note in the firſt Bar ſhould be D.— 
Page 122, the laſt Example, the fourth Note D in the ſecond Bar, 
fhould be a — nk 12 3, the laſt Example, the ſecond Nate 
E in the ſecond” Bar m er.—Page 125, the fixth Bar 
the ſecond Note in the Baſs mut be Hage 137, 155 2 ſecond Stavg,! 
the ſecond Note in the ſeventh Bar muſt bn a 6 over it inſtead of 
26. = e 136, the ſecond Stave, the fifth Bar, the ſecond Note 
muſt. be C in the ſecond Space. SAP 138, F over the ſecond Note: 
in the fixth Bar, of the ſecond Part hen eng, C over, the en 
Note: in the ſexenth Yay | | 
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